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The Bildungsroman, a sub-genre of the novel, which can be translated as the 
novel of growth or development, has its root in German literature and becomes 
popular in the English literature of the nineteenth century. The thesis is a study of the 
unfolding of self in three English novels, Charlotte Bronte's Jane Eyre, Charles 
Dickens's Great Expectations and George Eliot's The Mill on the Floss, all of which 
are the mid-nineteenth century Bildungsromane that demonstrate similar patterns of 
development of self within the protagonists. The thesis centres on the question of 
what underlies the surface narrative pattern and leads to the essence of the genre, 
BUdmg, the idea of process and becoming. Beginning with the socio-moral 
languages that make up the self, the study extends to explorations of morality within 
the protagonists and, in D. H. Lawrence's terms, morality in the novel. 
Based on the dialogic theory of Mikhail M. Bakhtin, the forces underlying the 
narrative pattern can be conceived as different languages that are embodiments of 
particular worldviews by which the protagonists are shaped and reshaped. The 
languages may be multiple, but the thesis focuses on a few that, according to Charles 
Taylor, were morally salient in the nineteenth century in which the texts are situated. 
They are, namely, the Enlightenment languages of reason and independence, the 
Romantic languages of self-realization and continuity of self, the Christian language 
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of ascetical stoicism, and bourgeois capitalism. In conceiving language as a 
constitutive part of the self, and the needs of the self as embedded in language, the 
"inner" self and the "outer" languages are hardly distinguishable, but interrelated. 
From the contesting languages, the thesis explores the subsequent moral 
dilemmas within the protagonists. The tension lies not only in the very difficulty in 
embracing the moral languages, which are indispensable to the self yet mutually 
exclusive to one another, but also in the indeterminacy of right and wrong in moral 
choices. And so it is in the morality of the novel in terms of Lawrence's famously 
quoted phrase, the "thumb in the scale." This phrase refers to the tension between art 
as a creation of the all-powerful creator and art as developing freely with its own life. 
The crux of the matter is that the novelists press their thumbs in the scale, but they do 
so with a human sympathy that echoes the needs of the protagonists towards whom 
they are partial. 
In view of the tensions, the only conclusion that may be reached is the notion 
of in-between-ness. The protagonists as ever growing and the indeterminacy 
involved take the novels into a realm in-between that is not to be contained by any 
static states or fixed paradigms, but forever situated in interaction and becoming. 
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"Perhaps the most influential genre of the nineteenth century was the 
Bildungsroman or novel of development," say Sidonie Smith and Julia Watson in 
their book on life narratives (101). The Bildungsroman, which can be roughly 
translated as the novel of development, the novel of education, or the novel of social 
formation, has long been held by the German novelists and critics, such as Thomas 
Mann, as "typically German, legitimately-national" literature (qtd. in Kontje 35). 
Despite the argument on whether or not the Bildungsroman is a unique German 
genre “exported” to other literatures, an argument that has sparked heated debates 
among German critics on the one side and English critics on the other, there are 
actually several English novels that are novels of development and education. From 
Anne Bronte's Agnes Grey, Charlotte Bronte's Jane Eyre, Charles Dickens's David 
Copperfield and Great Expectations, and George Eliot's The Mill on the Floss in the 
nineteenth century, to James Joyce's A Portrait of the Artist as a Young Man in the 
twentieth century, all of them deserve the name, the Bildungsroman. In spite of the 
abounding works of the Bildungsroman, there is little published criticism on the 
English novels that examines them explicitly within framework of the 
Bildungsroman. 
Based on the question of what gives rise to the pattern that characterizes the 
Bildungsroman, the thesis explores the pattern of unfolding of self from the 
perspective of languages that are historically situated. This study has chosen three 
Bildungsromane in English literature, Charlotte Bronte's Jane Eyre, Charles 
Dickens's Great Expectations and George Eliot's The Mill on the Floss, on the 
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ground that they are all novels of the mid-nineteenth century, and more importantly, 
all of them demonstrate similar patterns of the development of self. The concept of 
language we adopt here is distinct from language in Foucault's or a Marxist's usage 
of it, which invites a political reading of discourse in terms of power struggles, but in 
Bakhtin's terms of language, which focuses on what "makes a novel a novel" 
(Bakhtin, The Dialogic Imagination 332). In Bakhtin's dialogic theory, language is 
heteroglot in nature and is the embodiment of particular worldviews or orientations 
that co-exist in society. Behind the surface narrative pattern found in the 
Bildmgsroman, there exists a multiplicity of socio-moral languages that underpin the 
development of self in the texts. Among the multiple languages, I would focus on 
several that, as Charles Taylor argues in Sources of the Self, are particularly 
prominent in the nineteenth century society where the texts are situated and define 
diverse moral ideals, namely Romantic self-fiilfillment, Wordsworthian continuity of 
self, Christian ascetical stoicism, and Enlightenment reason. Under exposure to these 
languages, the protagonists internalize the "external" social languages which then 
become an integral part of the self, and at the same time, the "inner" moral 
psychology is socialized. Thus the "inner" and the "outer" are no longer 
distinguishable. From the interaction of languages within the protagonists, the thesis 
further explores the subsequent moral dilemmas that arise, which constitute an 
important part of Bildung that is central to my discussion. From the moral issues, the 
thesis shifts the discussion to, in D. H. Lawrence's terms, morality in the novel, in 
which I will explore the tension of art as a creation of the novelist and art as 
developing its own life. 
To provide an overview of the thesis, this chapter will be divided into five 
parts. Firstly, the chapter introduces the concept of Bildung and the background of 
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the Bildungsroman. Secondly, I will review the ongoing criticism on the 
Bildungsroman in English literature, and its insufficiencies which the thesis intends 
to fill. Thirdly, the chapter explores the interrelation between language, self and 
needs, as well as outlining the salient socio-moral languages of the nineteenth 
century that make up the self. Fourthly, there will be a brief overview of ethics that 
provides a framework in the discussion of moral dilemmas. Finally, the chapter 
introduces what D. H. Lawrence calls morality in the novel, as well as Bakhtin's 
notions of the mono logic and dialogic, both of which will form the framework for 
exploring the tension of the novel itself. 
Bilduns and the Bildunssroman 
The Bildungsroman, a sub-genre of the novel, has its root in German 
literature and becomes popular in the English literature of the nineteenth century. 
The term Bildungsroman was coined by Karl von Morgenstem in 1819, but in fact 
had already been discussed earlier by Blanckenburg, who identified the emphasis on 
the psychological development of the protagonist in Wieland's Agathon as a new 
novel tradition, in his Essay on the Novel as early as 1774.1 丁he genre was bom in 
Germany within the Humanitdtsideal of the late eighteenth century in reaction to the 
narrowness of society (Swales 14). Schiller's Letters on the Aesthetic Education of 
Man gives a succinct expression to such a mounting concern about human beings 
that is generally shared by Schiller and other central figures such as Wieland, 
Humboldt and Goethe. In his Letters, Schiller writes, "[e]verlastingly chained to a 
single little fragment of the whole, man himself develops into nothing but a fragment 
[...]，，(qtd. in Swales 15). This anxiety on the narrow social limitation and the 
concern for one's becoming and development are related to bourgeois humanism. 
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and in the literary field, the ideal of organic development is proclaimed by the 
Romantics to counter the idea of testing of "the ready-made hero” in the Baroque 
novel which neglects the gradual development and becoming of a man (Bakhtin, 
"The Bildungsroman" 20). ^ 
The Bildungsroman in England also emerged in a period of spiritual crisis. 
The French Revolution and industrial development generated not only unresolved 
disorientation and spiritual crises in the late eighteenth century, the tension continued 
to ferment through the nineteenth century from which developed an unfavourable 
atmosphere towards art. Many serious artists, who were eager to address their work 
to an understanding audience, were soon disappointed by the mass of literate yet 
''uneducated" readers who were not capable of appreciating literature (Coveney x). 
Thus isolated and alienated, the need to search for an integral self became imperative. 
It was in such a disorienting time that the Bildungsroman arose alongside the interest 
in childhood and the penetrating autobiographical impulses as the means to search 
for one's selfhood. ^ While Wieland's Agathon is regarded as the novel that 
augments the tradition of Bildungsroman in Germany, Wordsworth's The Prelude 
anticipates the tradition of tracing the personal growth from boyhood to maturity 
with special weight on the importance of childhood. In The Prelude, Wordsworth 
traces the growth of his mind as tending ultimately to integration with nature, a 
reaching out to the sublime that is not confined to the alienated society. From 
Wordsworth, Buckley traces in his Season of Youth the development of the narrative 
of growth from Byron's Don Juan to Scott's Waverly^ all of which are penetrated 
with autobiographical elements. From the Romantic quest for the sublime, the quest 
of selfhood takes a turn to social integration in the Bildungsroman’ which becomes 
popular in the early Victorian period. Although criticism has been drawing a 
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distinction between the English Bildungsroman and the German Bildungsroman, 
Goethe's Wilhelm Meister is considered as the prototype of the genre.4 
Any study on the Bildungsroman is inseparable from a discussion on the 
concept of Bildung. There have been fierce arguments on Bildung and the 
Bildungsroman, which pose certain difficulties in hitting on a clear definition of what 
they are, yet to avoid a discussion of them is to lose the very solid ground of the 
genre. The word, Bildung, was initially conceived by medieval mystics and the 
eighteenth-century Pietists as God's transformation of the passive Christian, but 
through the course of the eighteenth century the concept changed to the active 
development of an individual's potential through his/her interaction with the 
environment (Kontje 1-2). In the age when the Bildungsroman emerged, Bildung, as 
it was advocated in the works of the central figures such as Goethe, Schiller, 
Humboldt and Herder was widely associated with the idea of organic growth and 
harmony. They tended to consider Bildung as an organic unfolding of a man like a 
seed growing into a plant. In addition to the organic dimension of growth, both 
Humboldt and Schiller put emphasis on the cultivation of man's diverse talents into 
"a balanced whole” and "an equilibrium between ethical demands and physical 
needs" (qtd. in Kontje 4). Such an ideal of growth laid by the German writers and 
scholars becomes the foundation and the key issue of subsequent criticism on the 
genre. This line of criticism, which defines the final achievement of growth into a 
higher unity in which all conflicts are reconciled, can be problematic if it is applied 
to the English Bildungsroman. Many of them, like The Mill on the Floss and Jude the 
Obscure, which Buckley included in this genre end not with attainment or wholeness, 
but with death (23). Critics such as Martin Swales, Elizabeth Abel, Marianne Hirsch 
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and Elizabeth Langland also question the idea of harmony and doubt if Wilhelm 
Meister, the prototype of the Bildungsroman, achieves such a Goethean ideal. 
Literary Review 
Although some German critics take the Bildungsroman as a uniquely German 
form of national literature, to non-German critics, the genre is in no way confined to 
the Germans alone, and thus we have the English Bildungsroman. Emerging in a 
different tradition, the English Bildungsroman needs another scale to measure it. 
Discussions on the English novels in the framework of the Bildungsroman are scarce, 
though criticism on the genre, which either focuses exclusively on Goethe's work or 
remains untranslated from German, abounds in the German literary field. From the 
criticism of the English Bildungsroman available, the ongoing conversation can be 
divided into three main streams. One of them, which is also common to German 
criticism, focuses on the dichotomy between inner potentialities and outer social 
limitations. In figuring the features of the English Bildungsromane as distinct from 
the German ones, Patricia Alden draws a conclusion on the dichotomous 
development of the hero in terms of the "inner," including the moral, spiritual and 
psychological, aspects and the "outer" economic and social aspects (Hardin xxiv). 
Despite the vast amount of untranslated work, James Hardin's book，titled Reflection 
and Action, presents a valuable collection of essays on the genre. Nevertheless he 
also regards as necessary components the dichotomy of reflection, that is, in Hardin's 
sense of it, the withdrawal into oneself, and action, the active confrontation of the 
world. In Martin Swales's study which is available in English, Swales argues for the 
Bildungsroman as the confrontation between inner possibilities and outer restraints. 
Although his work also introduces the idea of dichotomy, the emphasis he draws on 
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open-endedness as the life of the genre injects a new force to the conventional idea of 
wholeness and ultimate harmony. 
Another stream of criticism gravitates to the narrative patterns of the genre. In 
the criticism of the Bildungsroman, regardless of whether it is in English or German, 
the most influential definition is the one drawn up by Wilhelm Dilthey，who 
popularizes the term, in his Poetry and Experience of 1906. Dilthey defines the 
theme of the genre as the history of a young man "who enters into life in a blissful 
state of ignorance, seeks related souls, experiences friendship and love, struggles 
with the hard realities of the world and thus armed with a variety of experiences, 
matures, finds himself and his mission in the world" (qtd. in Hardin xiv). Jerome 
Buckley also comes up with similar principal features in his study: "childhood, the 
conflict of generations, provinciality, the large society, self-education, alienation, 
ordeal by love, the search for a vocation and a working philosophy" (18). We must 
not conclude from these critics that these surface patterns are not of significance, but 
a mere focus on the narrative patterns is hardly sufficient in exploring the complexity 
of the genre. The heroes and their Bildung can in no way be reduced to the sum of 
the events, but the process that is taking place. 
Feminism is a popular approach in recent criticism on the Bildungsroman. 
While Anne White regards the Bildungsroman as "the most popular form of feminist 
fiction," others such as Elizabeth Abel, Hirsch Marianne and Elizabeth Langland 
claim that "even the broadest definitions of the Bildungsroman presuppose a range of 
social options available only to men,，{The Voyage In 7). Finding the typical 
developmental pattern insufficient to fit the female novel of development, The 
Voyage In redefines the genre and comes up with an alternative generic model that 
can identify female versions of the Bildungsroman (5). Some feminist critics even 
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consider the female Bildungsroman as an "inverted" Bildungsroman because the 
female protagonists are initiated into retreat and limitation rather than integration and 
possibility (qtd. in Smith & Watson 102). The feminist approach falls into a 
dichotomy of another kind, namely the antagonism between male and female. The 
feminists tend to separate the female Bildungsroman from the male Bildungsroman 
instead of figuring out how the two can be analyzed as The Bildungsroman, That the 
feminist approach raises attention to overlooked features in the female development 
is important, nonetheless, the undue emphasis on the female Bildungsroman is rather 
restricted to part of the genre. In fact, other approaches such as new historicism, post-
structuralism, psychoanalysis abound and flourish in the criticism of the German 
Bildungsroman, yet they fall into the same blind-spot, that is, they tend to highlight 
one aspect and neglect the rest. 
In the review above, there are two gaps that my thesis intends to fill. Despite 
the critics' tendency to fit the genre into the dichotomous paradigms, I would like to 
show in this study that the Bildungsroman is not to be contained in any fixed 
paradigms, but it is situated in a realm in-between. Another gap the study pursues is 
the narrative pattern that has almost become another label of the genre. Instead of 
pinning down the Bildungsroman in the narrative pattern that neglects the historical 
aspect, I would locate the different strands of historically-situated languages that 
underpin the development of the protagonists. Bakhtin's remark on the 
Bildungsroman sheds light on the study as a whole: 
In [the Bildungsroman] man's individual emergence is inseparably linked to 
historical emergence. Man's emergence is accomplished in real historical 
time, with all of its necessity, its fullness, its future, and its profoundly 
chronotopic nature. (Bakhtin, "The Bildungsroman'^ 23) 
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Bakhtin's remark on the Bildungsroman above adds a historical dimension to the 
taken-for-granted ahistorical narrative pattern of the genre, and this aspect, which is 
generally neglected by other critics, further enriches the understanding of the genre 
and points to the direction the whole thesis steers. However, the thesis does not 
intend to reduce the self deterministically as social constructs with a political reading, 
the point I would like to draw attention to is the inextricable relationship between 
language, self and needs in which language plays a significant role in the shaping of 
needs. 
Language. Self and Needs 
Self is often a difficult term to understand. One way of conceiving the self, in 
Freud's psychoanalysis for example, is to regard it as a deeper inwardness that is 
distinct from outer circumstance, and which stands outside of language. A deeper 
thought on this intemal-extemal dichotomy may discover that the "inner" self and 
the ‘‘outer,，environment are not clearly distinguishable, but are interdependent as 
well as inter-reflective. The conception that self is both unique and autonomous is an 
ideological product of post-Renaissance individualism, and the point will become 
clear if one tries to define self. In a sense, self can hardly be defined unless in 
relation to the other: a self is a self because of the existence of the other, and hence 
we have what Paul John Eakin argues in How Our Lives Become Stones, "the 
relational self and the relational life，，(43). Besides the self as relational to the other, 
self must necessarily be social in nature, in other words, it is situated in a multiplicity 
of languages among countless others in society. 
Language and the self are closely bound up with one another. Charles 
Taylor's metaphor that a self exists only within “webs of interlocution" epitomizes 
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the necessary relation between language and the self on the one hand, and the co-
existence of different languages on the other (36). In Sources of the Self, Taylor 
delineates the languages or ideologies (but this is not Taylor's term) of Western 
identity through the course of history, his argument being that moral life takes place 
at the intersections of different languages which in turn form the very definitions of 
the self. In this sense, the "inner" mind and the "outer" society are inextricably 
bound up with one another, and this concept takes us out of the dichotomy that has 
dominated the criticism of the Bildmgsroman. 
Bakhtin's dialogic theory is illuminative to our discussion of self and 
language here. Bakhtin understands language as historical and heteroglot in nature. 
According to Bakhtin, languages are the embodiments of particular worldviews or 
socio-ideological conceptual systems, which form what he calls heteroglossia 
(Bakhtin, The Dialogic Imagination 415). Heteroglossia is the discursive social 
stratification of language, or in Bakhtin's words, the "socio-linguistic speech 
diversity" and "multi-languagedness" of which the world is composed (Bakhtin, The 
Dialogic Imagination 326). It is a concept, even in its application in novelistic prose, 
which cannot be detached from the socio-historical context and must be understood 
in relation to social coding. In any moment of historical existence, social diversity or 
heteroglossia makes possible the co-existence of a multiplicity of languages. Among 
literary works, the novel is the fiillest expression of the orchestration of a multiplicity 
of languages, and in Bakhtin's terms, "a microcosm of heteroglossia" (Bakhtin, The 
Dialogic Imagination 411). And among the different sub-genres of the novel, I 
believe, the Bildungsroman is closest to the ideal of heteroglossia in the novel that is 
at the heart of Bakhtin: 
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The imperative takes on new importance in the Bildungsroman, where the 
very idea of a man's becoming and developing - based on his own choices -
makes necessary a generous and foil representation of the social worlds, 
voices, languages of the ear, among which the hero's becoming - the result of 
his testing and his choices - is accomplished. 
(Bakhtin, The Dialogic Imagination 411) 
The nature of the Bildungsroman, which takes the image of a hero in the process of 
changing and becoming, takes the vast multiplicity of languages to a full 
orchestration. To take a step further, Bakhtin's concept of language sheds light on the 
formation of self in the Bildungsroman. The hero in the Bildungsroman is ever 
becoming because he is constantly shaped and reshaped by the different languages in 
the process of growth. Situated at any particular point of history, a self is socialized 
as an "inner" refraction of society, and in turn, the "outer" languages are internalized 
as an integral part of the self. 
In this sense, language is crucial in shaping the self and the needs of the self. 
It is language that opens up a range of possible worldviews that are to be internalized 
as the moral languages that make up the self. A metaphor will make this clear: 
language is like colour and the protagonists the paintings. Given any specific point of 
time, language is a fixed spectrum of colours that are ready to be picked up onto a 
painting. The set of colours offers a number of choices, but with the power of human 
creativity, the finite set of colours are mixed and matched to make up infinite 
possibilities of new colours. In a similar way, the existing languages open up a range 
of possible needs, yet through time, the languages interact and derive ever new 
languages and possibilities that are to be internalized as the needs of man. In a word. 
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the moral languages shape and define the indispensable needs of what the self is 
composed. 
This notion of needs may mean different things from different perspectives. 
Needs may refer to those universal needs that are both instinctual and biological in 
nature, for instance, the craving for food of the physical body. But the need of the 
heart is another thing. The needs of the heart we refer to are the more spiritual and 
metaphysical needs as discerned from the historically-situated self and partly shaped 
by languages, so that the needs of the heart can be said to be historically particular 
and culturally specific. Of course, there are needs that stand outside language, say, 
the need of love, which is universal in the human psyche. However, our scope here 
would be on the needs of the self specific to Western identity formation in the 
nineteenth century. Among the vast multiplicity of languages, there are three, or if 
more narrowly defined, four socio-moral languages that are particularly salient in the 
formation of self in the texts I have chosen, namely, the expressivist inner nature and 
passionate impulse for self-realization, the continuity of self, and the Christian 
ascetical stoicism. 
Fxpressivist Inner Nature and Passionate Impulse for Self-realization 
One of the significant socio-moral languages in the texts is the passionate 
impulse of inner nature, which can be traced back at least to Rousseau. In reaction to 
Enlightenment reason, there was an inward turn to nature in the "pre-Romantic" 
period, and it is Rousseau who marked the beginning of the philosophies that explore 
the good from the feelings within. ^ For Rousseau, 'the first impulses of nature are 
always right，” and thus to act as the inner voice tells us points to the way to be good. 
The voice of nature is what our morality relies on, and this nature is only to be found 
13 
within us: “0 virtue, sublime science of simple souls, are such efforts and 
complications required in order to know you? Are your principles not engraved in all 
hearts?" (Rousseau, Discourse 227). According to Rousseau, virtue and happiness 
are all within us, nevertheless, civilization, advancement in learning and progress of 
reason alienate man from the good within. To listen and be true to the voice of inner 
nature is the only means to be good and get reconnected with the good within. 
As Rousseau's notion of inner nature develops, it begins to take on another 
aspect that necessarily goes along with it. Rousseau，s inner nature, which is intrinsic 
and hidden within us, just like a seed of the good, must be connected with what 
Taylor calls “expressivism，，，meaning the realization of the nature within, in order to 
give the good full flowering (374). The needs that demand realization can be of any 
sort, say, love. Given the historical context from the French Revolution, through the 
Romantic period, to the Victorian period, the experience of modernity, which is 
related to the rise of industrialization, capitalism and secularization, sets the ground 
for 'the massive unleashing of aspiration and energy" (den Hartog 3). Within the 
context of the nineteenth century, the expressivist view of the good is very often 
closely connected with the Promethean/Faustian desire for self-realization. Nothing 
better points out the essence of the Faustian aspiration than Faust's retrospective 
remark on himself: “I stormed through life, through joys in endless train, /Desire, 
fulfillment, then desire again" (265). From Prometheus in Greek mythology, who 
steals fire for the mankind against God, to the legendary Doctor Faustus, who sells 
his soul to the Devil for knowledge, magic and youth, this kind of expansive impulse 
has come to represent the challenge against authority and the infinite aspiration of the 
human soul. Through the course of literature, as den Hartog mentions, this 
representation of the Promethean agon in defiance of God has evolved into the 
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challenge against secular authorities (5). Unlike the time in the Renaissance when 
such an aspiration is condemned under the dominance of the Great Chain of Being, 
the Romantics celebrate this as an ideal human quality and invest the struggle against 
human limitations with noble dignity. This, of course, is inextricably bound up with 
the Romantic conviction of the primacy of feeling and passion that are always good. 
The inner nature as a good and the expressivist need for folfillment，though they are 
legacies from the Romantic period, remain strong forces in the Victorian period and 
recurring themes in the nineteenth-century novels. 
One point needs to be noted is that the need arising from inner nature may 
also be a source of conflict of different kinds of self-realization as well. This happens 
when the different desires, both of which arise naturally from the voice within, clash 
and become mutually exclusive. This is true for the Bildungsromane under 
discussion, for instance, the desire for independence and for passionate love come 
into a conflict in Jane Eyre. A similar clash of the need for sibling love and sexual 
love also takes place in The Mill on the Floss. And there is also a conflict between an 
outward expansion of self and past ties in Great Expectations. All of the cases 
involve conflicts between the different needs of the heart. The philosophy of inner 
feelings as the good, which should have been an answer for moral dilemmas, 
sometimes becomes a source of conflict itself; and this is only to show that different 
needs for self-realization can be conflictual as well. 
Wordsworthian Continuity of Self 
Not every Romantic strand tends towards spiritual expansion and progression. 
In the Romantic period, there also exists a longing for a continuity of self that holds 
the self back and comes into conflict with the desire for outward expansion. This 
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strand of language can be traced back to Wordsworth, whose deep involvement with 
memory and the self in time brings to attention the importance of the continuity of 
self to one's identity.^ Wordsworth is well aware of the passage of time. However, 
for him, past experiences are not stale things to be dumped, but they assume 
significance in our future development. 
But for those first affections, 
Those shadowy recollections. 
Which, be they what they may. 
Are yet the fountain light of all our day. 
Are yet a master light of all our seeing 
{Ode: Intimations of Immortality 148-152) 
The "first affections" in childhood are the key in understanding the importance of 
such a continuity of self. What are familiar and everyday in childhood, which we 
take as trivial and experience rather imself-consciously, will turn out to be what 
stamp our mind with the strongest impact and what frame our future vision. 
This sense of continuity creates tension in an age when the price of 
overreaching desire for outward expansion is often paid at the expense of the 
continuity of self. "All that is solid melts into air," a description of modernity by 
Marx and also the title of Marshall Berman's book on modernity, is a precise 
epitome of the age in which the protagonists of the Bildungsromane and their 
creators are situated. In an age when the severance of past ties and the subsequent 
discontinuity of self are so common, the needs for reconnection and continuity 
become urgent, and that explains the reason why Wordsworth's exploration of the 
self in time is so attractive to nineteenth-century novelists. The rainbow Wordsworth 
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sees is not only a rainbow in nature, but also one that connects his childhood, 
adulthood and old age: 
The Child is father of the Man: 
And I could wish my days to be 
Bound each to each by natural piety. {My Heart Leaps Up 7-9) 
As opposed to the experience of modernity, Wordsworth calls for a continuity that 
connects each stage of life with a sense of duty and moral undertone (den Hartog 17). 
The continuity of self is important in Wordsworth's moral philosophy, and so it 
should be for everyone because it is an obligatory element of self and identity. The 
question of "Who am I?" has been a ftindamental question of all epistemological 
exploration of the understanding of the self, and this can hardly be answered without 
getting to know one's situatedness - a situatedness in family and society, and of the 
self in time. Without knowing what one was, one can never understand what one is. 
It comes back to the loss we must experience - the loss of the past and childhood 
innocence. However, this passage of time is necessary. This is evident in the 
Bildungsromane chosen. The narrated self must advance through time if the narrating 
self is to become what he/she is. The process of going through time to the state of 
experience is akin to the unity that Blake holds as paramount: "Without Contraries is 
no progression." Both innocence and experience must be embraced to reach a higher 
stage of life, and only by embracing the two contrary states of the soul is progression 
possible. 
Memory is the key that makes the Wordsworthian continuity of self possible. 
When the past days are gone, memory is the only gateway that bridges up the past 
and the present. In addition to this, memory, as Christopher Salvesen points out, also 
serves a moral function. Past memories and experiences are not only precious per se. 
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but they are important for their role as an anchor and moral guide in Wordsworth's 
life: "The anchor of my purest thoughts, the nurse, /The guide, the guardian of my 
heart, and soul /Of all my moral being" {Lines 109-111). For Wordsworth, the past is 
never a means to escape but a guide for 'the present good." By looking backwards, 
the things past are to be the compass and the map to help him advance forward. This 
forward-looking sense of the past is true in Great Expectations and Jane Eyre. 
However, when this Romantic legacy develops in some of the nineteenth-century 
novels, like The Mill on the Floss’ the past and childhood can become a passive 
escape from the confrontation of hard realities as a protest against the age (Coveney 
xi). On the contraiy, the continuity of self can also be a baggage of the past that the 
protagonists often feel to be burdensome, only to be finally reaffirmed by the 
novelists. 
Christian Stoicism 
Besides the Romantic impulses. Christian stoicism and Judaeo-Christian 
ethics present another withholding force against the expansive and passionate desires. 
The Christian stoicism discussed here is different from the ancient stoicism 
originating from Zeno of Citium in the Greco-Roman era, yet is related to it in a 
reworked complexity. Late stoicism marked the transition of the ancient philosophies 
to early Christianity, and as Casserley points out in The Christian in Philosophy’ "a 
very considerable proportion of early Christian intellectual energy [is] devoted to a 
reinstatement of the essentials of Stoic ethics" (29). In Christian ethics especially of 
the more ascetic strands, the emphases on inner peace and chastity are in a way very 
close to ancient stoicism, which regards the achievement of peace of mind through 
self-control as the ultimate goal of life. 
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Such a concept of Christian stoicism can be traced back to St. Augustine who 
brought Christianity and Neo-Platonism into a synthesis, and wrought different 
strands of philosophical thought into the Christian faith (Casserley 43). The different 
strands of philosophy, in particular Plato's opposition between the spirit and the flesh, 
together with the notions of renunciation, come up with an affirmative view in 
regarding the ascetic vocation as the "higher" good in life (Taylor 220). The 
superiority of the spirit over the flesh is one of the mainstream thoughts that shapes 
Western culture. Written around 397，Augustine's Confessions is the first attempt at 
narrating one's life in retrospection in literary history that opens up the tradition of 
autobiography and makes available Christian stoicism as a subject in literature. In his 
Confessions, Augustine focuses a great deal on his sexual desire, to the point of 
labeling himself as “a slave of lust" (Book Six, Ch. 15，25): 
Both [love and lust] seethed together in hot confusion, and swept foolish 
youth over the precipice of passions and engulfed it in a whirlpool of 
shameful actions. (Book Two, Ch.2, 2) 
Rather than considering passion as an inner voice like Rousseau, and sexual lust as a 
natural impulse of human beings, he denounces both of them and is convinced that 
they must be contained and abstained from. 
Such an emphasis on asceticism comes to a paradoxical integration with the 
affirmation of the worldly in the nineteenth century. This paradoxical position arises 
with the revival of Protestant Christianity, which is also called the Puritan revival, 
the Evangelical revival or the Wesleyan revival, that puts a great emphasis not only 
on moral discipline, but also on enjoyment of the worldly gifts of God. According to 
Taylor, the basic position is that in fully participating in the life that God bestows is 
to live a life of God's calling, and in this sense, the renunciation of God's gift in the 
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world is a violation of God's will. Nevertheless, too much indulgence of worldly 
enjoyments is also a betrayal of God because one would then become the servant of 
the world instead of the servant of God. So one should enjoy worldly happiness with 
the faith of serving God and seeking for His grace. Such a paradox of both enjoying 
worldly possessions and abstaining from them is what Weber called the Puritan's 
"innenvorldly asceticism," meaning one must love the world on the one hand, and on 
the other hand not to indulge obsessively in it (qtd. in Taylor 222). This strand of 
language has been a powerful one in shaping the self in the nineteenth century. John 
Stuart Mill, in his "Inaugural Address at St. Andrew's," commented on the religious 
Puritanism as one of the great influences besides commercial business, that had 
“chiefly shaped the British character since the days of the Stuarts" (qtd. in Houghton 
126). The Protestant is only one of the main branches of Christianity, and there are 
many smaller yet complicated variants of Christianity that need to be mentioned. 
Although the more ascetic Christian strands, which uphold strict ascetic practices in 
life, may seem another development of ancient stoicism, there exists a fundamental 
difference between stoic renunciation and Christian renunciation, a contrast that 
often becomes unnoticed. While the renunciation of the ancient Stoics is considered 
part of integral goodness, the Christian regards renunciation as a loss or an intrusion 
of the wholeness of the good (Taylor 129). This paradoxical attitude of asceticism 
and goodness in ordinary life is revealing in understanding the negative implications 
that Bronte and Eliot wrought into their heroines' total renunciation from partaking 
in life. 
These languages, in a sense, are the forces specific to the nineteenth century. 
In working these forces into the novels, the novelists may confront the problem of 
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rarifying abstractions that are impossible to be singled out as concrete embodiments. 
This may explain why the different strands of language are personified and 
incarnated in lesser characters, who, though they represent individual minds, are 
"submerged" in the social languages and "reconceptualized through [social 
heteroglossia]，，(Bakhtin, The Dialogic Imagination 326). Only in making the 
characters the embodiments of languages can the languages be made concrete. When 
compared to the lesser characters, which embody one particular language, the 
protagonists are far more complex figures whose moral worlds are the sites of 
intersection of a multiplicity of languages. In a sense, the protagonists are inevitably 
shaped by the languages outlined above, yet I would like to reiterate that they are not 
reduced to mechanical things that are deterministically "programmed" or 
"schematized" by these languages as Taylor and Bakhtin may suggest. Instead, they 
still have a free will of their own that allows them to make a choice within the 
limited choices available to them. 
Moral Dilemmas and Bilduns 
The moral dilemma in discussion is a further development of the languages 
outlined above. Based on Bakhtin's theory, the languages, which may complement or 
contradict one another, are ever in dialogue and interaction. What work deeper than 
Bakhtin's idea of contesting languages are the subsequent moral crises their 
interaction creates. These contesting languages define, on the one hand, 
indispensable needs of the self, without one of which the self would suffer from 
incompleteness, and on the other hand，they become mutually exclusive in such a 
way that it is equally impossible to embrace all these necessary languages. The 
novelists, Bronte, Dickens, and Eliot, with their insight into life, are capable of 
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deploying different indispensable needs into mutually exclusive situations and 
simulating moral dilemmas like those in real life. 
The issue of morality, which involves the making of moral choices, is 
inevitable to Bildung, the process of development, which is central to the thesis. In 
the field of ethics, contemporary philosophers tend to conceive morality as “a guide 
to action,” which identifies one's obligation to the other as what is “right，，to do 
(Taylor 79). Charles Taylor, in his Sources of the Self, raises a broader view of 
morality that centres around how is it "good" to be. This moral vision shifts the focus 
on how to live a good life, a life that one believes to be fulfilling and enables one to 
feel totally "alive." Samuel Louis Goldberg, in his discussion of morality in Agents 
and Lives, comes up with similar moral visions in different terms. According to 
Goldberg, dramatic literature, such as the novel, is capable of drawing two kinds of 
moral psychology into conflict. One is the ''universal moral ideals," which are based 
on the universal laws that conduct the motives and intentions of the self in a fixed 
and prescriptive way, making the moral self identical to other moral agents 
(Goldberg 174). This vision is akin to the former moral vision on the right actions 
that Taylor proposed. The other one lies in the particular needs of the self that takes 
the self as both unique and organic in nature; this is the second moral vision of 
Taylor on living a good life (Goldberg 174). 
These two divided moral visions of the good are what underlie the kind of 
good one holds as supreme to other goods in life. As one may come to feel, life is 
inevitably bound up with something 一 they may be certain goals one pursues or 
bottom lines that prevent one from further compromise. Whatever it is，it represents 
an orientation of life that directs us to a particular path and helps us to judge what life 
we should lead. This "something" as a good which is incomparably higher and which 
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serves as a guide that is used to measure the other goods is what Taylor calls a 
“hypergood” (Taylor 63). The issues I will explore include two aspects. The first one 
is the conflict among the goods, which the protagonists consider as equally important 
within the self. The two most common goods that come into conflict are passion and 
duty. In opting to be faithful to duty and obligation, one would betray the voice 
within the heart, yet in opting to fulfill the heart's need, one would offend the other 
and the universal laws of morality. In such a case, which choice is the right/good one? 
The second issue is the range of hypergoods upheld by different selves. The 
protagonists, though fictive creations, are centres of self like the rest of us, and they 
also see with a point of view of their own. In upholding the hypergood in their mind, 
they believe that that hypergood would be the same hypergood for the other, to 
whom the case may appear quite otherwise. To do the right thing in one's own 
perspective may be a bad thing in another's eye. In this case, what is the ultimate 
good? And is there such a notion as the lesser evil? These are some of the questions 
that my study attempts to explore. 
Morality of the Novel 
Besides the moral tension within the protagonists, the novelists also confront 
what D. H. Lawrence calls the morality in the novel. Such morality, in Lawrence's 
sense of it, refers to the delicate tension between the novelist's all-powerful 
predilection and the inner logic of the novel itself. In Lawrence's "Morality and the 
Novel," one of his posthumous papers, he makes a remark on what such morality 
means: 
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Morality in the novel is the trembling instability of the balance. When the 
novelist puts his thumb in the scale, to pull down the balance to his own 
predilection, that is immorality. (Lawrence 528) 
It is immorality if the novelist tries to "nail" the novel down and intervene into the 
world he/she created. On the contrary, if the novelist allows the novel develop in its 
own internal coherence, then it would be morality. 
Such a moral/immoral concept is very similar to Bakhtin's mono logic and 
dialogic, but only in different terms. The immorality Lawrence sees is monologic in 
Bakhtin's terms. In a monologic world, according to Bakhtin, everything that is 
ideological will be treated in two ways. The ideological position, if it fits in the 
author's world view，will be affirmed; otherwise, the worldview will be repudiated if 
it does not conform to the author's will (Bakhtin, Problems of Dostoevsky 's Poetics 
79-80). In The Dialogic Imagination, Bakhtin notices the monologic tendency in the 
majority of poetic genres and in some novels as well, in which the poet and the 
novelist impose their individuality in his work and thus present the single voice of 
the artist (264). What qualifies Bakhtin's ideal of the dialogic in a novel lies in the 
novelist's capacity to juxtapose the multiple languages and set them into quarrel, and 
at the same time, maintain a balance between the languages in such a way that no one 
dominates over the other. An even more important point is that the novelist does not 
have his final say on the quarrel so as to make the quarrel an unfmalized one. 
However, this sense of detachedness between the novelist and the novel may 
pose certain difficulties in understanding. A novel is a work composed by a novelist, 
and it is quite impossible to conceive the novel as entirely detached from the novelist. 
This, however, is the position that Roland Barthes takes in "The Death of the 
Author’，(1968), which, as the title suggests, argues against the importance and the 
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existence of the author in a text. "Writing begins," according to Barthes, when 'the 
author enters into his own death" (Barthes 1466). It is not to turn to the structuralist 
position of Barthes, but this famously quoted phrase sheds light on the discussion of 
a novelist's role here. Roland Barthes's position represents one extreme against 
another extreme on regarding the author as the all-powerful creator of a work. If 
these two positions are the two ends of a continuum, I think, both Lawrence's and 
Bakhtin's position lie somewhere in-between. In the position of Lawrence and 
Bakhtin, the novelist exists but he/she is not the all-powerful creator, instead he/she 
stands in a distance from the work yet enters into an interaction with it, and thus 
maintains a balance between the novelist's will and the inner life of the novel itself. 
This is what Bakhtin means when he says that the languages interact in their own 
way in an unfinalized process, in which the novelist would not pin it down with a 
final word - it is, I believe, also the morality in the novel in Lawrence's sense. 
The paradigms that Lawrence and Bakhtin provide, as it may be noticed, fall 
into dichotomies of the moral/immoral and the monologic/dialogic. In other words, a 
novel may be either moral or immoral in Lawrence's sense, or either mono logic or 
dialogic in Bakhtin's terms. The thesis, based on these two dichotomies, will explore 
the morality the novelists face in answering the moral dilemmas in the world they 
created. By applying the paradigms Lawrence and Bakhtin proposed, I will explore 
the difficulties in pinning down the novels into the fixed paradigms, and examine 
whether these paradigms are sufficient to accommodate the genre of the 
Bildungsroman. 
Within framework of the Bildungsroman, the chapters are structured in the 
stages of Bildmg, beginning from childhood and adolescence, through encounters in 
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love, to maturation. In childhood, the protagonists' selves tend to unfold 
progressively, like a seed breaking out from the seed-crust, in accord with the 
expansive and passionate impulses of the heart; yet in adolescence they tend to 
withdraw into self-renunciation in the face of love ordeals. Finally, the protagonists 
generally get reconnected to the ties in terms of the past and the heart's real needs. 
Structured according to the process of BiMung, each of the chapters will focus on one 
of the themes as outlined above, including language and self, moral dilemmas, and 
morality of the novel. Each theme is a further development on the preceding chapter. 
In the arrangement above. Chapter Two focuses on the stages of childhood and 
adolescence, which are the formative time when the social languages are internalized 
as the indispensable moral languages that compose the self. Chapter Three, with a 
focus on love ordeals, explores the moral dilemmas that arise from the conflicts 
between the contesting yet indispensable socio-moral languages within the self. From 
the moral tension within the protagonists. Chapter Four shifts the discussion to the 
level of the novel itself, examining the issue of morality in the process of creation of 
the novels. Chapter Five is the conclusion which rounds up the unique quality of 
becoming as a characterizing feature of the Bildungsroman^ a quality that takes the 
genre into a new realm of in-between-ness. 
Beginning with the central question of how the self unfolds in the 
Bildungsroman, the thesis explores the pattern of development of self in terms of 
historically-situated languages, as well as the various levels of tension within the 
novels which make the Bildungsroman a genre that echoes with its essence, the 
Bildung, a process of the ever changing and becoming. 
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Chapter Two 
Passionate Impulses in Childhood and Adolescence 
"Who am 17’ - it is an old question that has been asked again and again yet 
remains forever new to child and adult alike. The Victorian period has its own 
answer to these never tiring questions. From the Victorian psychology theory, which 
is related to phrenology, selfhood is defined as "an assemblage of contradictions" 
(qtd. in Shuttleworth, Victorian Psychology 155). That self is conflictual, a notion 
that becomes more widely accepted by literary critics in these past twenty years, is 
now considered as a common human quality rather than an uniquely Victorian 
conception. Situated at any point of history, a self is formed under a multiplicity of 
contesting languages, and is itself the site for the intersection of these languages. 
This chapter, focusing on how the contesting social languages are internalized as an 
indispensable part of the moral psychology, serves as a prelude to the subsequent 
discussions on moral tension that is central to the thesis. 
The chapter lays the ground for an understanding of the moral dilemmas 
within the adult protagonists and in the novels. Before going into this core, childhood 
deserves our discussion here because it is the formative time when the conflicting 
languages are incorporated as a part of the self. The Romantics tend to see the child 
as a little seed which unfolds with full potentialities in its own natural way. The 
novelists, cultivated in the Romantic period, also share the view on the Romantic 
child. The novels show the child protagonists as having free expression of their inner 
impulses, yet beneath this general development exist various levels of tension: the 
tension between self and the other, the conflicts of the contesting languages, and the 
tension between childhood and adulthood. Firstly, I begin with the tense relationship 
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between self and the other for it foreshadows the discussion on how the social 
languages are internalized or how the inner psychology is socialized, as well as 
giving rise to the notion of "in-between-ness"^ at the heart of the thesis. Secondly, 
since the child protagonists tend to give free expression to their passionate impulses, 
I will explore how the novelists manage to draw into play different languages, which 
are internalized as an indispensable part of the self, and which make up the 
subsequent moral dilemmas to be further explored in Chapter Three. The discussion 
also reveals a conversation between the novelist and the novel in the process of 
creation, and even the narrative itself is a tapestry of different languages. Finally, the 
discussion on the dialogue between childhood and adulthood anticipates the final 
return to the past ties which will be explored in Chapter Four. 
The Bildungsroman is a unique genre that ushers in the realm in-between. 
The theme of growth is a subject that must necessarily involve the dynamics of 
change. Constantly shaped and reshaped by a multiplicity of languages, the 
protagonist is forever growing, becoming, and never reaching a settled state of being. 
Not only are the protagonists changing in themselves, their change is related to the 
historical transition in-between two eras. In the remaining fragment on the 
Bildungsroman, Bakhtin also notes the transition in which the hero of the 
Bildungsroman is placed: 
He [The hero in the Bildungsroman] emerges along with the world and he 
reflects the historical emergence of the world itself. He is no longer within an 
epoch, but on the border between two epochs, at the transition point from one 
to the other. This transition is accomplished in him and through him. He is 
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forced to become a new, unprecedented type of human being. (Bakhtin, 
“The Bildungsroman” 23) 
My reaction towards this statement is mixed with both reservation and inspiration. I 
have reservations about the point that the hero will necessarily become a new man, 
and Bakhtin seems to contradict himself with his overall position that we are bom 
into society where the languages we use are invested with the intentions of others. In 
this sense, no one will be completely new or '"unprecedented." Every age inevitably 
inherits remnants of the previous ages, although new things will be derived from the 
interactions of different languages. However, his observation does shed light on the 
study of the genre. It is this in-between-ness in which the heroes are situated that 
exposes them to a multiplicity of languages, and together with the process of growth, 
makes them forever in the process of formation, changing and becoming. 
This link between the heroes and the historically-situated languages makes it 
necessary to trace the historical background in which the works are situated. As a 
brief sketch of the background, the peculiar position of the novels as located 
somewhere in-between deserves a mention here. The novels simultaneously stretch 
across two periods: they are works of an age of contradiction, they are set in a 
transition of epochs, and their creators are beings who live across two periods. To 
begin with, the novels in discussion are works in the mid-nineteenth century, an age 
widely regarded as an age of possibility and crisis. Particularly worthy of attention is 
the view that the Victorian age is also “an age of transition" 一 a transition between 
two worlds, the previous one "dying" and the new one "struggling but powerless to 
be bom" (Houghton 10). This split is easily understandable. On the one hand, 
industrial and technological advancement at the Victorian period had developed to 
such a high point that shook the traditional base of society, and on the other hand. 
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new discoveries and Darwin's The Origin of Species (1859) emerged as a double 
shock to the Victorian mind. The shaky old and the unstable new are sufficient to 
split open a vacuum in-between. In a sense, the desire for order and the self-
actualizing need to break away from the established order are echoes of the spirit of 
the age. The Victorian age, we can say, is foil of contradictions just like the 
conflicting self we are to explore. However, regarding the novels as reflecting the 
situation of one age, the Victorian age alone, is far from sufficient. 
That the novels are set in-between the turn of two ages, the Romantic period 
and the Victorian period, is illuminative to the notion of in-between-ness here. 
Although the novels are works of the mid-nineteenth century, they are set somewhere 
around the 1820s to 1840s, a span of time that strikes across the border of two eras. 
Robin Gilmour, in The Novel in the Victorian Age, also notes the "retrospective 
tendency" in many classic Victorian novels which set the stories back to the 
immediate past, and he relates the tendency to a more personal and subjective 
involvement of the novelists with the past that comes to be recreated in the novels 
(57). This setting is not a new finding, but it is sufficient that this in-between-ness 
further reinforces the tension within the novels that the project has proposed. 
The settings are located in a transition of eras, and so are the novelists who 
belong both to the old age and the new one. Kathleen Tillotson makes a precise 
observation concerning the space in-between where the novelists are situated: “The 
sense of division, of belonging to two ages [ . . . ] can never have been so strong as for 
those authors who grew up into the railway age" (106-7). Bom in the 1810s, the three 
novelists were cultivated in the Romantic period, grew up in-between two eras, and 
matured in the Victorian period. This sense of tension - the sense of belonging 
simultaneously to two ages or the sense of belonging to the vacuum in-between. 
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neither to the old nor the new - is not peculiar to the novelists, but also refracted in 
the characters. However, to say that the novels are mere recreations of the life of the 
novelists is to oversimplify their complexities. It seems more appropriate to say that 
the novelists and their novels are in a dialogue. The novel is an artistic creation of the 
novelist's imagination, and at the same time, the novelist must respect the world 
he/she recreated as a real world, a world of its own that is not designed to serve his 
predilections. 
In order to make their hero/heroines "real," the novelists expose them to a 
multiplicity of battling languages to which we are subject in a necessarily multi-
linguistic world. Situated in-between the Romantic and Victorian period, it is 
expected that the protagonists are subjects of the two periods. Nevertheless, the 
matter of how a person is formed culturally is far more complicated than one might 
expect. Given any point of time, a person is immersed not only in the languages of 
the contemporary age, but also the remnants of the previous ages, as well as the 
languages derived from their interactions. As I have mentioned in the introduction, 
the languages that are most morally salient in the novels are Christian stoicism, 
Enlightenment reason and freedom. Romantic self-realization and the need of a 
continuity of self, as well as bourgeois capitalism. The languages enter into an 
interplay and the end result is their being internalized as indispensable needs of self 
such that the characters' inner moral world is a refraction of the social languages. 
Innocent and untainted a child may seem, these languages get to shape the child in 
their formative childhood. 
Childhood is a formative time when several levels of tension are gradually 
built in the protagonists: the tension between self and the other, the conflicts of 
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contesting languages, and the tension between childhood and adulthood. There is 
already a tension in locating the "I" at the dawn of their being conscious as a self, 
and more specifically, the tension between the identity imposed by the other and the 
desire to break away from this label, based on a feeling that the self is unique and 
different from the other. This tension of the self and the other foreshadows the 
process of internalizing the social languages we are going to discuss. Before 
discussing it in depth, this tension directs us to the question of how a self is formed. 
Traditional conceptions of self draw on a sharp distinction between self and the other: 
what is defined as the self is not the other, and on the other hand, the other means 
what the self is not. The self and the other are conceived as two separate entities, 
which are mutually exclusive and can only be defined in a truth relationship of 
negation in logic. In other words, they have rigid boundaries that are not to be 
violated. Jane is well aware of her being "a heterogeneous thing，，as opposed to the 
Reeds in every aspect (15); Pip comes to know himself as a being called "Pip" 
through his self-naming; and Maggie has her own egoism always wishing to be at the 
centre of attention. This dichotomy of self and the other, in another perspective, 
entails that the two must necessarily be relative - the self will not exist without the 
existence of the other. 
Recent studies on autobiography, which are related to the project since the 
Bildungsroman always involves autobiographical elements, point to the relational 
concept of self, or to defining self through the other. Robert Martin, in his study of 
Bronte's novels，also noted the influence of the other in the growth of Jane, yet the 
influence in Martin's understanding is the influence in an abstract sense. Instead of 
merely observing the other as an abstract influence, Eakin's conception of the other 
is backed by a discursive social framework and theoretical grounding. The concern 
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here, however, is not on a total integration of the significant other as it is suggested 
in Eakin's How Our Lives Become Stories, although this mode of identity can also be 
found in the novels, but on the tension between self and the other. In the novels, self 
is defined through the internalization of the identity imposed by the other, yet at the 
same time, there is an individuating energy to break away from such an imposed 
identity. The tension is best understood in the study of sociology. Society is supposed 
to operate upon various levels of interpretation: my self-conception of “I，，，my 
conception of "you," and my interpretation of your conception of “me.，，The matter 
in concern is the tension that I am exactly like what you think and should be like, and 
on the other hand, the individuating insight that I am not and don't want to be like 
that. In a sense, the “1” is not only formed in the dialogic process between people as 
the psychologist, John Shorter, suggests, but is also located in the tension between 
self and the other (Eakin 62). 
The novels under discussion may better illuminate such a contesting tension, 
an ever on-going process, in which the protagonists are situated. On the one hand, the 
protagonists do have a sense of self as unique and autonomous who occupies the 
centre of the world. Equally important is the novelists' attempt to make the image of 
the child a being highly conscious of the opinion of the other - they define 
themselves through the words of the other. In The Mill on the Floss, Maggie is "a 
wild thing," who is always naughty and does foolish things, in the eyes of Mrs. 
Tulliver and Tom (60). In a child's mind highly susceptible of the other's opinions, 
Maggie's self-image that she is really that mischievous and bad is sowed and 
internalized through the other. The struggle to be her true passionate self and not to 
be that self, which is regarded as foolish and naughty in Tom's eyes, defines the 
realm of unfinalized tension in which Maggie gropes her way. This struggle is also 
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true in protagonists who are orphans. In the famous essay titled "Repetition, 
Repression and Return", Peter Brooks has mentioned the high incidence of orphans 
in the nineteenth-century novels in which "the parentless protagonist frees an author 
from struggle with pre-existing authorities，，，and thus allows him to create a new plot 
of himself (17). Beyond doubt, parentless protagonists are more progressive in 
outlook, as in the cases of Jane and Pip，but the problem is whether one's being 
parentless really means one is completely free from any authorities which may take 
another form. Authoritative restraints and conceptions of the self are imposed upon 
the protagonists. Instead of being unidirectional, Jane's sense of being heterogeneous 
is bilateral: “They [The Reeds are] not bound to regard with affection a thing that 
could not sympathise with one amongst them" (15). This is Jane's interpretation of 
the impression of her in the Reeds' eyes. Here, the formation of "I" goes much 
deeper than Eakin suggests: the self internalizes the other's words, and at the same 
time, it partly defines itself against the words internalized. That the Reeds regard her 
as a dependent inferior to them comes to be internalized in Jane, yet Jane feels 
antagonistic towards this imposed identity. Likewise, Pip 'takes up" a criminal 
identity right at the beginning, and this sense of self as criminal and being inferior, 
communicated from Mrs. Joe, gets internalized in Pip. Pip feels that he is guilty like 
a criminal, meanwhile, he feels uneasy about such an identity. The protagonists carry 
the imposed image through to adulthood, attempt to break away but are never able to 
break from it, and thus live in an unfmalized tension in a realm forever in process as 
long as the forces are in conflict. The dynamics create a contesting tension which 
generates the energy that the novels develop and also the identity vacuum that the 
protagonists need to confront. 
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The process of internalizing the other points to the way the languages, which 
represent particular worldviews, are internalized, or the way the "inner" moral world 
becomes socialized. The suggestion of John Shotter that the "I" of the individual is 
located in "the practical social processes going on ‘between, people" is revealing 
(qtd. in Eakin 62). The other that gets to shape the "I" is backed up with a particular 
orientation of the world. Under the exposure to it，the worldview the other represents 
is internalized and becomes a need integral to the “1.” These needs are actually 
shaped by abstract ideas and they are so tightly interwoven that it is difficult to single 
them out into clear-cut separate strands. To avoid the problem of reifying them, as 
the title of Jame Hardin's book on the Bildungsroman suggests, they are to be 
explained through the protagonists' "reflections and actions." Charles Taylor has 
mentioned that the self gets embedded in language through either "indirect 
confrontations" or "real, live exchanges" (38). These forces are best revealed through 
objects or people that are embodiments of a particular language. 
In the childhood years, the protagonists are already exposed to a multiplicity 
of languages. To pave the way for the discussion that follows, it seems appropriate 
now to sketch a brief picture of the languages that are to become their sources of self. 
Passionate impulses are inborn, just as Rousseau points out in Emile that we are all 
bom with “a capacity for receiving sensations" (58). Yet objects like books are also 
major sources that cultivate the imagination of both Jane and Maggie. Jane the child 
immerses herself in her world of reading, and those fairy tales, romance, ballads, and 
books like Bewick's History of British Birds and Gulliver's Travels not only breed 
her imagination but open up her eyes to the wideness of the world. Likewise, Maggie 
also feeds herself on Aesop 's Fables, fairy tales and what A. S. Byatt calls "emotive 
English religious texts" like Bunyan, Defoe's History of the Devil, all of which build 
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up a Romantic imagination within Maggie (19). To trace the whole list of the sources 
for imagination may seem tiresome, but from the vast store of imaginative stimulus 
Bronte and Eliot cultivate in their heroines, we get a sense of the weight of the 
passionate disposition in the novelists' mind and its importance in the shaping of 
their heroines. Thus shaped by imagination, it explains why both heroines are prone 
to passionate outbursts and the heart's promptings. The characters' impulsive nature 
and capacity of imagination often spur them to expansive impulses of self-realization, 
which are also fuelled by contact with the bourgeois capitalism of the Victorian age. 
In Jane Eyre, Mrs. Reed is the one who instills the concept of class and the 
importance of money to Jane. Little as she is, Jane is well convinced that "poverty 
for [her is] synonymous with [the] degradation，，and she does not like to belong to 
the "poor people，，（24). And so is the language of bourgeois materialism introduced 
to Pip through Estella and Miss Havisham. Pip comes to be aware for the first time 
that he is "a common labouring-boy," which in turn drives him to seek for 
'Hincommon-ness" (60). 
However, there are other languages that enter to interplay with one another. 
The passionate inclination is not reduced to a one-sided overpowering force in the 
novels, instead, passion and the middle-class self-realization are set to quarrel with 
the necessity of the past and Christian stoicism. The most apparent case that 
represents the need of the past is Joe in Great Expectations. Staying in the village all 
his life, Joe is a symbol of innocence and a moral mark to measure how far Pip has 
gone astray. While Jane is rather "progressive" in outlook. Christian stoicism 
withholds her from self-realization. Helen and "Rassselas" introduce to Jane the 
principle of endurance that she should bear ‘^vhat it is your fate to be required to 
bear" (56). Among them, Maggie is gripped the most tightly by the past on the one 
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hand and duty, represented by Thomas-a-Kempis, on the other so that she is barred 
from experiencing the expansive desires that Jane and Pip are allowed to experience. 
To sum up, the protagonists are the sites of interaction of different languages, in 
which some may complement and some contradict each other. As Swales and many 
critics observe, secondary characters are aspects of the hero's potentiality in the 
Bildungsroman (30). The protagonists are far more complex creations than the 
secondary characters who often represent just one particular language. Nevertheless, 
it is unjust to say the lesser characters are one-dimensional, but rather they are 
dramatized to make concrete the contesting forces within the protagonists. Among 
the multiplicity of languages introduced above, it seems that childhood is particularly 
dominated by impetuosity. 
Among the multiplicity of forces, inner passion is the force that dominates the 
protagonists in the seed-time of childhood. Childhood is a time when we are most 
capable of responding to the voice within. Although the child self is powerless, the 
children in the novels also have moments of self-assertion, the moments of triumph 
over the restraining authority, that the novelists grant them. Jane lives with the Reeds 
as a parentless child whom Mrs. Reed has promised to take care of, but actually she 
is regarded far from a member of the femily, but even worse, as ‘‘less than a servant" 
(11). In the scene in which Jane is accused of being deceitful, Jane is "thrilled with 
ungovernable excitement” in response to her turbulent feelings, and bursts with the 
sense of freedom and triumph which win her the first victory (36). Jane has been 
long bullied by the Reeds, but this is the first time she tries to defend herself as a 
human being not to be trodden on. Her response to the heart's prompting is well 
mixed with another strand of language conveying ideals of freedom and liberty, 
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which is probably acquired through her reading of Goldsmith's History of Rome. The 
History of Rome, a book that talks about the Roman emperors and rebel slaves, not 
only instills the concepts of tyrants and slaves that Jane draws a parallel in her life, 
but represents the Enlightenment ideal of liberty and independence that Jane strives 
for all her life. The narrative of Jane's reflection is woven with the language of the 
Enlightenment: "It seemed as if an invisible bond had burst, and that I had struggled 
out into unhoped-for liberty” (36). The language of liberty is internalized as a need 
integral to Jane that swells with her passionate impulse; and sympathetic to little Jane, 
Bronte grants Jane the expression and triumph of her passion that is part of her nature. 
Dickens also has sympathy towards his hero and his struggle against 
oppressive authority. Although Pip is created a timid being who is silly at some 
points, Dickens creates the child Pip through the eyes of a child and understands his 
sensitiveness with the empathy to feel as Pip feels. Pip is “brought up by hand,，，the 
oppressive hands of Mrs. Joe, and he suffers constant criticism from Pumblechook 
and her (8). Being the only one who has the privilege to visit Miss Havisham, Pip 
feels it "highly gratifying" to tell lies (67). Pip used to be the object of criticism and 
the one being talked about, but Dickens, by endowing Pip with knowledge, makes 
Pip the one who does the talking, a subject who makes up his own story. As den 
Hartog comments, this spontaneous impulse of telling lies represents Pip's self-
assertion (134); and this also reverses the passive object position Pip used to occupy. 
The triumph of the voice within is a way that reveals Dickens's conviction of inner 
feeling as good. 
Eliot also believes in inner feeling, which is an element that makes up the 
nature of Maggie. Her comprehension and love of Maggie, a lovely figure whom she 
indulges, are beyond question. Placing Maggie in ceaseless criticism of her critical 
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aunts, Eliot allows Maggie to triumph over oppressive criticism. Maggie, driven by 
her "passionate impulse," cuts off her hair as a deliverance that liberates her from all 
the teasing remarks (121). This is an act of liberation for Maggie, but at the same 
time, the act itself is underlaid with a tint of ambiguity that Eliot reserves for 
Maggie's further development. Long hair is often an emblem of free expressive 
selfhood, and Maggie's rebellious act to cut off the long hair, in the hidden layer of 
meaning, undermines the freely expressed impulse within her. Regardless whether 
this ambiguity is deliberate or unconscious, it foreshadows the adult's hesitation 
from submitting entirely to the gratification of, as she conceives, her "wayward" 
choice of feeling. 
Their expression of the heart's prompting is a true manifestation of their 
nature, but it is also closely related to the literary tradition on the one hand, and the 
novelists' conviction of the good in feeling on the other hand. To begin with, the 
protagonist's passionate nature is bound up with the literary tradition at the back of 
the literature of childhood. In any discussion of the literature of childhood, it is 
impossible not to mention Rousseau and Wordsworth. Rousseau's Emile in the 
second half of the eighteenth century and Wordsworth's The Prelude in the early 
nineteenth century paved the way for the development of the Romantic child. 
Rousseau is the key figure who turned the climate of the age from reason to feeling 
and the child's nature from Original sin to "original innocence" (Coveney xii). To 
Rousseau, "[e]verything is good as it comes from the hands of the Creator" (55). His 
cult of sensibility, and his concept of the child as bom naturally good and closest to 
Nature, have been influential in nineteenth-centuiy literature. Under the influence of 
Rousseau's Romantic child, the novelists also glorify the child's sensibility. Bronte is 
39 
praised for the psychological realism in the depiction of the child, especially Jane's 
terror at the red-room. As it is explained earlier, Dickens and Eliot also sympathize 
with their protagonists by endowing them with self-assertion over oppressive 
authority. Coward and laughable a character as Pip is, he is able to reach out to the 
convict as to ask after his "ague" and express his sincere concern to the life-
threatening stranger: “I am glad you enjoy [the food]，，(18-9). The heartfelt concern 
comes from nowhere if not his inner Nature which he gradually loses contact with. 
And so is Maggie able to reach out to Tom. In the scene which Tom blames Maggie 
for her negligence of his rabbits, we see Maggie's capacity to feel. She says to Tom, 
"I'd forgive you, if you forgot anything" (88). Her needs of being loved and to love 
define her nature. 
Equally important is Wordsworth's conception of the child as both innocent 
and pure, and whose freshness is gradually lost through growth and experience. In 
Wordsworth's Immortality Ode, the child is bom with the splendid vision that is lost 
in the adult: "Heaven lies about us in our infancy! [ . . . ] The Youth, who daily farther 
from the east/ Must travel, still is Nature's Priest,/ And by the vision splendid/ Is on 
his way attended" (66-74). It is the years that impose the inevitable yoke on us and 
wash away the child's innocence, and to Wordsworth, this loss is a general fate of 
human beings. Under this tradition, the child's innocence is celebrated in Great 
Expectations and The Mill on the Floss. It is not that Bronte does not glorify the 
innocence of the child, she does, but it is Dickens and Eliot who make explicit 
reference to the loss of childhood innocence as the Fall. In Pip's reflection just before 
he arrives London, Pip is well aware that the other world he is going to enter is one 
unknown and far more complicated. 
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But the village was very peaceful and quiet, and the light mists were 
solemnly rising, as if to show me the world，and I had been so innocent and 
little there, and all beyond was so unknown and great, that in a moment with 
a strong heave and sob I broke into tears. (160) 
Pip's journey to London is a journey to experience, and in his reflection, a journey to 
corruption as well. The allusion to the Fall not only marks the break between 
childhood and adulthood, but also the metaphorical break between innocence and 
experience. The metaphorical distance between the world of Joe and that of Pip 
symbolizes a fracture between the two worlds, and more crucially the discontinuity 
of self. The tension that Pip belongs simultaneously to both worlds and to neither of 
them points to the heart of the project that the protagonists ultimately have to find 
their way in-between the worlds so as to fill out the gap of life. The process of 
growth is inevitable, and Dickens seems to intend Pip's fall as a necessary process of 
growth. 
The allusion to the Fall is more apparent in The Mill on the Floss. At the end 
of Volume I，Eliot makes it explicit in the authorial comment that "the golden gates” 
of the childhood of Maggie and Tom have closed behind them (270). The close of 
childhood entails their entrance to a "new life of sorrow," and it echoes with 
Wordsworth's "Child of Joy" who gradually loses its happiness (270). In the 
Immortality Ode’ Wordsworth expresses the hope that through memory, the souls of 
the Boy and the Man will be re-united in the visions of childhood in the sight of "that 
immortal sea." Mrs. Tulliver，s portentous fear that “[Maggie，11] tumble in and be 
drowned some day" seems to pave the way for the reunion of the siblings in the 
ftiture (61). It is difficult to comment on whether it is something tragic or to be 
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celebrated that in Eliot's artistic world Maggie and Tom do "have sight of that 
immortal sea" but they drown together in it. 
Aside from the literary tradition, I believe, the novelists' conviction in the 
goodness of inner feelings comes as the more important source of self. The literary 
tradition inherited from Rousseau and Wordsworth does provide a "blueprint" for the 
creation of the child self, nevertheless, the sensibility of the novelists is one of 
empathy they share with their child characters. In Bronte's novel, Jane makes her 
first appearance in a gratuitous reprimand of Mrs. Reed 一 she is scolded without 
having committed any wrongs. Bronte is sympathetic to the child, and at the same 
time, her portrayal of Jane as both innocent and powerless draws the reader's 
sympathy towards her heroine. Likewise, Eliot is very much a humanist. She is 
sympathetic to her characters, and sympathy is what is able to transcend the ego. In 
her letter to Blackwood in 1857, Eliot vocalizes her conviction in "the truth of 
feeling” as the only universal bond of union (qtd. in Houghton 279). Maggie's 
affection towards Tom is genuine and, as Eliot comments, life-redeeming in the 
moral sense. The tone in Great Expectations is one of longing for a lost innocence 
accompanied with the regret of alienation from the inner nature. Pip reflects after his 
disillusionment, “0，that [Magwitch has] never come! That he [has] left me at the 
forge - far from contented, yet, by comparison, happy!" (321). Pip's reflection 
conveys a strong longing of the narrating self to return to the good-natured narrated 
self. At the same time, there is also a sense that the journey to experience is 
necessary and integral to a complete life. His reflection unveils the tension between 
the two conflicting inner feelings, to be "contented" by realizing himself and to be 
"happy" by staying in the forge. In a sense, the narrating Pip is very close to Dickens 
in thought and sensibility, and Dickens shares the difficulty that Pip feels. Both are 
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convinced that the two needs, both of which originate from inner feelings, must be 
fulfilled. In the novelist's general appreciation of inner feelings, a question arises: is 
there any room for the play of other languages? 
The triumph of the passionate impulse in the child self is never reduced to a 
monologic tract. Underneath the emotional outburst are the subtle conflicts that keep 
the dialogue in the novels going. The novelists deploy other countering languages 
alongside the impulsive outbreak and set them into quarrel within the protagonists 
and in the narratives. In Jane Eyre, after her challenge against Mrs. Reed, Jane is 
immediately gnawed by "the pang of remorse and the chill of reaction" which is 
probably a strand of Enlightenment reason through Goldsmith's History of Rome 
(37). This book and the other imaginative stories, interpreted through her mind, get 
internalized as orientations of the self. Jane's reflection is woven by two languages: 
“I resisted all the way [. . .] and like any other rebel slave, I felt resolve, in my 
desperation, to go all lengths" (11). The language Jane uses here is highly reflective 
and analytical, and at the same time, mixed with her vehement emotion to realize her 
impulse. Her child's impulse is inseparable from the desire for freedom and liberty, 
and it is this psychological complexity that makes Bronte's heroine a living figure. 
While the adventurous spirit seems to have become the loudest voice within 
Jane, a countering language of Christian stoicism comes in to subdue its voice. Jane's 
uniform life in Lowood is partly attributed to the presence of Miss Temple from 
whom she has imbibed "more harmonious thoughts" (85). On the other hand, Helen 
is another model of self who represents the language of Christian stoicism that 
advocates a "doctrine of endurance，’ (56). This language of abstention and 
confinment to one place dominates Jane in her education, but somehow, Bronte 
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understands that the settled life goes against the restless nature within her heroine. 
Miss Temple's leave takes away "every settled feeling" that has once veiled Jane's 
"natural element，，and extinguished her expansive impulse (85-6). The old emotion 
when she reads about the wide fields and exotic isles revives and comes to an 
interplay with her contentment: "my experience had been of its [Lowood's] rules and 
systems; now I remembered that the real world was wide" (86). Within the 
interaction of languages, Bronte allows her heroine to exercise her imagination and 
search for independence that underpin her adventure. Jane's experience exemplifies 
the way the external languages are internalized and become the imperative needs of 
the self. If Bronte is able to counter-balance the weight she endows the heart's 
prompting, so is Dickens. 
In another way, Dickens puts his hero in the tension of the past tie 
symbolized by Joe and the aspiring impulse symbolized by London and the 
gentlemanly life that Estella evokes. Living at the turn between two modem eras, 
Pip's access to materialism and capitalism so prevalent in the experience of 
modernity is inevitable. Estella, who appears in the long dark passage "like a star," 
becomes a symbol of aspiration, or as Moynahan points out, a symbol of 'the final 
goal of his dreams of love, luxury, and high position" (109). The desire for money 
and gentility are incorporated as part of his self. Although the overall orientation of 
Pip's life is directed outwards by his dream of being a gentleman, he is at the same 
time checked by a sense of guilt with his memory of Joe. As it will be explored in 
Chapter Four, the narrated self may not take the ideal of continuity of self seriously, 
but it is of value to the narrating self. We witness Pip's painful effort to forget his 
‘‘misplaced，，aspiration, but we also see its gaining the upper hand over Pip. The 
more Pip struggles, the more restless he becomes. If the interplay continues with the 
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impossibility to realize his dream, Pip and the novel would come to a dead end. 
However, the dialogue is not killed off. 
It is quite interesting to see the way Dickens sets the dialogue going again. 
There is a metaphorical scene between the interval of the announcement of Pip's 
expectations and his departure to London. 
As I put the window open and stood looking out, I saw Joe come slowly forth 
at the dark door below, and take a turn or two in the air [. . . ]. He presently 
stood at the door, immediately beneath me, smoking his pipe, and Biddy 
stood there too, quietly talking to him, and I knew that they talked of me, for I 
heard my name mentioned in an endearing tone by both of them more than 
once. (145-6) 
From his attic, Pip looks from above at Joe, who stands at the door "immediately 
beneath，，Pip, and Biddy, who is below Pip as well. The up-and-down spatial 
distance is not only a physical space, but a metaphorical distance between the two 
worlds. The wretched tone of Pip reveals a more complicated feeling he has between 
guilt and the desire to remain a gentleman. Pip finds it "very sorrowful and strange" 
that this first night of his bright fortunes "should be the loneliest" he has ever known 
(146). By reversing his disgusting feeling to repentance, the once overwhelming 
centrifugal desire is set into a balance with the centripetal tie of the past, and this 
repentant feeling works like an undercurrent underneath Pip's aspiring soul so that 
both languages underpin his fiiture development. 
In the case of Bronte and Dickens，the desire to actualize the self is where the 
protagonists tend naturally, if the novelists give them the freedom to develop. This 
involves the question on how the protagonist's development is treated: whether the 
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development is a natural outgrowth of internal coherence, or a predilection of the 
novelists. Both Bronte and Dickens understand the needs of their protagonists and 
bestow upon their hero/heroine the chance to fulfill their expansive aspirations in 
wish fulfillment. The fantasy is doubtless an intervention of Bronte and Dickens, yet 
the rationale behind it is their insight on the human needs that must be fiilfilled. In 
Jane's desperate illness after her being locked in the red-room, Mr. Lloyd, the doctor, 
illuminates her gloomy world like a fairy godmother by granting her "an entrance 
into a new life" that she has longed for (24). The fairy-tale wish-fulfillment in Jane 
Eyre, given the literary tradition of the gothic novel and Sir Walter Scott's romance 
the novel takes on, comes as less an unrealistic fantasy than a psychological 
satisfaction to the reader. However, Bronte is not unaware of the possibility of 
unreality the fantasy may pose on Jane Eyre, and thus she uses Jane to inject a 
countering language, a more rational language, to criticize the fancy. When the fairy-
tale fantasy happens to befall on Jane again in her marriage to Rochester, Jane 
criticizes it: 
Human beings never enjoy complete happiness in this world. I was not bom 
for a different destiny to the rest of my species; to imagine such a lot 
befalling me is a fairy tale 一 a daydream. (262) 
Indulging in a romantic imagination, Jane, being the protagonist of her "fairy tale，” 
criticizes the incredible miracle on her. Such a wish-fulfilling miracle also solves the 
obstacle that hinders Pip from realizing himself. His dream-like fiilfillment comes 
rather dramatically as if a light-bulb is shocked through electricity in a second: “My 
dream was out; my wild fancy was surpassed by sober reality" (138). When we take 
a look at Pip's psychological struggle and the pain that it has caused him, it is 
apparent that the "life" of Pip will be stifled if his need is not granted. With 
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Dickens's interest in fairy tale, the fairy tale fantasy seems to be the only outlet for 
Pip's dilemma and Dickens's dilemma as well. Again, it is unjust to accuse Dickens 
of destroying the reality of Pip's world if one explores the irony behind it. The great 
expectations, wrapped in fairy tale wish fiilfillment, are ironies that satirize Pip's 
romantic ideal and the reader's expectations. As Elliot Gilbert puts it in his essay, 
“ ‘In Primal Sympathy': Great Expectations and the Secret Life”（1983)，Pip's great 
expectations are only "Pip's own self-indulgent error," and at the same time, the 
reader's common error to desire an author to fulfill their "conventional expectations" 
(147). Pip is deceived by his own "expectations" that Miss Havisham is his 
benefactress, that he is a real gentleman, and that he is detached from his negative 
identity and the criminal he encountered in childhood, not knowing the truth behind 
his real “expectations.” Although Dickens and Bronte intervene into the fictional 
world with the creator's finger, they do so with a concern for the needs of their 
protagonists that must be fiilfilled. 
Like Bronte and Dickens, Eliot believes in the inherent goodness of feeling. 
Meanwhile, she is also aware of the danger of the cult of sensibility (Stone 183). The 
authorial discourse in The Mill on the Floss deserves a significant place in sustaining 
the “life，，of the dialogue and the "life" of Eliot's novels precisely because the 
narrator's comment, to use Eliot's metaphor in Middlemarch, shows us the various 
lighted candles and their different centres of illumination instead of one. Eliot tries to 
introduce not only the different centres of self, but also a person in multiple 
perspectives. Maggie as a child is wild and rebellious, but Eliot reminds us that "the 
dark-eyed, demonstrative, rebellious girl may after all turn out to be a passive being 
compared with [Tom's] pink and white bit of masculinity with the indeterminate 
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features" (85). The mention of Maggie's passivity paves the way for the tight hold of 
the past, with its ideal of self-continuity, that comes to be a strong counter language 
against her overmastering impulse. 
We see Eliot tighten the grip of the past on Maggie in The Mill on the Floss. 
Maggie is placed in a loving family, and this is crucial because it is then the 
indispensable need of the past is sowed. Whenever Maggie suffers from reproaches, 
Mr. Tulliver comes to her rescue, and his words of tenderness are deeply ingrained in 
her mind: "Maggie never forgot any of these moments when her father ‘took her 
part:' she kept them in her heart and thought of them long years after" (125). Eliot 
allows Maggie to submit to her inner nature only to tighten the regressive hold on her. 
Driven by her impulsive nature, Maggie as a child runs away to the gypsies, yet this 
initial impulse becomes a surrender to the imperative need of a connection with the 
root of her life. Only in running away can Maggie know how indivisible her family, 
her father and Tom are to her, and she returns with a tighter hold by the tie of past 
affections. 
Maggie's faculties and imagination do not have the ground to flower. After 
Maggie's self-assertive attempts of cutting her hair and running to the gypsies, Eliot 
turns the focus to Tom's education. As both Jerome Buckley and Donald Stone 
notice, neither Maggie nor Tom goes beyond the provincial setting of St.Ogg's to 
experience the city life, and thus the languages they get access to are limited 
(Buckley 100; Stone 214). The creation of Philip also reveals this grip of Eliot. Philip, 
in his first appearance, is already in a sense killed off by Eliot who makes him a 
character with a deformity. With his "keen sensitiveness" and "the most finished 
breeding," Philip is very much similar to Maggie in sensibility, and deserves to be a 
match with her as well (260). However, the deformity rules out the possibility of his 
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matching with Maggie, who is full of energy and vitality. Philip's deformity presents 
a distance between Maggie and him: when Maggie says she will love him, Philip is 
conscious of his deformity and he knows in his innermost being that Maggie's love is 
only a kind of pity. It is important to note that the affection Eliot cultivates between 
them is only one of childhood affection which will turn out to be another bond of the 
past. That Maggie refiises to grow is true, but it is not wrong to say that Eliot refuses 
to let her develop further. 
Not only is Maggie gripped by the past, but even the narrative of The Mill on 
the Floss is woven by Wordworthian language. Donald Stone criticizes The Mill on 
the Floss as two novels "inexpertly joined together" in which the childhood part 
excels over the latter part (215). Although Stone is a bit too critical to use the word 
"inexpertly," this observation gives a hint of Wordsworth's influence and the 
importance of childhood in the whole novel. St.Ogg's is "a town 'familiar with 
forgotten years.，”一 a description taken from a verse of Wordsworth's The Excursion, 
and a town with a heavy Wordsworthian touch (181). Eliot sets the story of Maggie 
in a Wordsworthian setting, and her authorial comment throughout the novel 
overwhelms it with the preciousness of childhood familiarity and the memories and 
affections in the past. Things have worth to Maggie only because of "that sweet 
monotony where everything is known and loved because it is known" (94). That 
"sweet monotony" reminds us of the "bliss of solitude" in I wandered lonely as a 
cloud in which the solitary moments are treasured because it is only in a vacant mood 
can he taste again the sweetness of the past. 
Besides the dialogue between the languages, there still exists another 
dialogue — the dialogue between childhood and adulthood. When George Eliot says 
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at the downfall of the Tullivers that the golden gates of childhood are closed behind 
Maggie and Tom, they are not quite closed yet. Wordsworth is a pioneer in the 
continuity between childhood and adulthood. His famously quoted verse, "The Child 
is father of the Man，，（7)，in My heart leaps up, heralds the implicit dialogue between 
the child and the adult that becomes a subject in many nineteenth-century novels. 
The child and its experiences, though something that have already passed away, are 
not gone. The theme of the continuity of the "past" as a part of the present is quite 
explicit in The Mill on the Floss. Just as Maggie says to Philip, she "never [forgets] 
anything" for every tender memory is stored in her mind, which is to guide her in the 
future. Another way of putting it is that “past,，is not "past," but it exists in the 
present in the form of memory. The experience of time as successive “nows” is 
similar to Augustine ’s theory of the human experience of time, which, I hope, would 
not be too remote from the purpose here (Ricoeur 100). Paul Ricoeur criticizes 
Augustine's conception of human time, in which there is “no past, no present, and no 
future in any substantive sense" but they exist in the forms of memory, attention, and 
expectation (100). However, Augustine articulates the key in Eliot's novels. Eliot 
appreciates the sense that the "past" is living at the present, and that it is in every 
moment involved in a dialogue with the present. She does not allow herself and 
Maggie let go of this precious time of life. Neither does Tom, who feels ashamed of 
the past and who directs all his energies to the present bankruptcy, forget the will of 
his father to provide for the femily. In The Mill on the Floss, the then ever exerts its 
influence on the now. 
The influence of childhood also has a hold on Pip and Jane, although both of 
them are progressive in outlook. For Pip, his negative sense of self and his past 
connection with Joe, just like his connection with the convict, have "so grown into 
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[him] and become a part of [himself], that [he] could not tear it away" (121). Dickens 
fulfills Pip's wish to be a gentleman, sets him to London, but Dickens does not allow 
his hero to get totally disconnected with the past. The fire，Magwitch, Orlick, and all 
the things of the past return to him, and all these make his reconnection to the past 
necessary. As den Hartog mentions, Pip must go through the journey of experience in 
order to establish a positive sense of the self (52). In a sense, Pip's journey is an 
alienation of the past in order to make it appear precious. Jane shares the same 
problem with Pip: she cuts herself off from all past ties. Jane leaves her past behind 
as if it is all gone, but this part of self still remains in her because she carries with her 
the identity as a dependent and an inferior from childhood to adulthood. One may 
have a feeling that the past tie and continuity of self is less problematic to Jane, but I 
would like to suggest that the problem of Jane's discontinuity is solved rather than 
inconsequential. Jane is progressive throughout the whole novel, and Bronte is 
appreciative of her heroine's search for the "myth of autonomy，，(Eakin 43). I use 
Eakin's term "myth" here, because, on the one hand, self is defined through the other, 
and on the other hand, the novel ends in relation, in union. In the final reconciliation 
between Jane and Aunt Reed at her deathbed, Bronte reverses the power relation 
between Jane and the dying Mrs. Reed by endowing Jane with firmer trust in her 
worth: "The gaping wound of my wrongs, too was now quite healed; and the flame 
of resentment extinguished" (231). By making Jane face again her miserable 
childhood, Jane comes to recognize, embrace, and then transcend that part of self. It 
is only after this reconciliation with her childhood does she succeed in going through 
the stage of love with Rochester. 
51 
The stage of love is one of the many stages，or one of the many challenges in 
life, that the protagonists need to confront. As I have already shown in this chapter, 
the contesting languages take root in childhood, and in turn, become internalized as 
part of the self. Our discussion on the different sources of the self and their 
internalization paves the way for the emergence of moral dilemmas and the issue of 
in-between-ness the thesis has proposed as generating the tension of the novels. The 
social languages, once internalized, become the moral languages, which not only 
make up the self and provide particular orientations in making moral choices, but are 
themselves integral to the self. To put the argument further, because of the 
conflicting yet indispensable nature of these moral languages, they make up moral 
dilemmas to the protagonists, which are at the same time the broader human 
dilemmas that we will discuss in the following chapter. In the entrance to adulthood, 
we will see the way the necessary needs of the self enter into mutually exclusive 
situations that trigger our discussion on the moral issues. 
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Chapter Three 
Moral Dilemmas in Love 
The confrontation of love，as a common human experience, is one of the 
necessary and important stages in the process of Bildung for it signifies a new stage 
of life. In the novels under discussion, the encounter in love marks the fiercest 
conflict among a multiplicity of internalized moral languages within the self. 
Common to the protagonists are setbacks in love and the constraints of reality, which 
lead negatively to self-renunciation either through a retreat to deeper inwardness or a 
turn outward to worldly success. The turn to self-renunciation triggers the long-
debated philosophical argument of what does it mean to be totally alive. This issue 
exemplifies the significance of the novel as an experimental ground to try out 
different possible answers to all those insoluble philosophical questions] Through 
exploring the phenomenon of self-renunciation, the chapter penetrates into the 
indeterminacy of right and wrong in the judgment of moral dilemmas, which arise as 
a result of interactions of the conflicting yet indispensable languages outlined in the 
previous chapter. The indeterminacy involved in the answers, which are no answers 
at all, as lying in the gray area in-between right and wrong points to the limitation of 
established paradigms and the need for a new notion of in-between-ness the thesis 
has proposed. 
This chapter centres around the moral dilemmas in love and the 
indeterminacy involved in the moral choices the protagonists need to make. The first 
part of the chapter explores the tendency of self-renunciation among the protagonists. 
Underneath their renunciation, however, there arise undercurrents of other languages: 
the tension lies in the fact that those contesting languages are integral parts of the self, 
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yet the struggles are so fierce that the needs, which are embedded in the languages, 
become mutually exclusive. The "polyphony" of languages, instead of being subdued, 
hints at their being indispensable needs of life. From self-renunciation as a means to 
attain agency arises a question on whether the agency "attained" in this way is 
agency at all, or an amputation of part of the self. The issues of self-renunciation and 
agency are inevitably bound up with moral choices. The final part of the chapter 
focuses on the difficulty involved in deciding the right and the wrong in moral 
choices, from which we attempt to explore if there is such a notion as the lesser evil. 
The present discussion on the moral issues is, in a sense, central to the thesis because 
they are inseparable from the process of growth, the Bildung we are discussing. From 
the specific phenomenon of self-renunciation within the protagonists to the broader 
moral issues it opens up, moral choices are necessarily bound up with elements of 
indeterminacy in which a new paradigm is desperately needed to accommodate any 
discussions on them. 
The love scenes witness the strongest check on the self. Unlike the child's 
spontaneous impulses, the protagonists tend not only to suppress their passion within 
the heart, but come to the extreme of self-renunciation. It is tempting to overlook 
their renunciation as inconsistent with the impulsive nature their creators have given 
them, yet beneath the calm surface of 'totally" resigning the self are the 
undercurrents of passionate longings that make up turbulent conflicts within the self 
and the narrative. The interplay of moral languages, I believe, is concerned with the 
novelist's more human concern of the protagonist's needs that are integral to the 
making up of the self. 
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Despite Jane's passionate nature, Jane soon falls into another extreme of self-
renunciation after her marriage is banned. We have witnessed the child's impulsive 
outbursts, and we have also heard her once unyielding declaration that she is "no 
Helen Burns," however the process of internalizing the other is subtler and far more 
automatic than Jane, or we, may conceive (66). Jane has internalized Helen's stoic 
influence, which Bronte kills off in Helen's death but reappears in St. John, without 
realizing it consciously, and such a language of Christian stoicism emerges 
powerfully in the self when Jane suffers a setback in love. The subtle internalization 
of the other is evident when Jane speaks in Helen's words of endurance: Helen has 
once told Jane that it is her "duty to bear" what is destined (56)，and in turn, Jane 
tells Rochester that both of them are "bom to strive and endure" (322). The words 
are different, the message they convey is the same. From her words, we have a 
glimpse on how the stoic influence has become a part of Jane's orientation of life. 
Just as Bakhtin has suggested, self is built up by integrating the language of the other, 
and thus the stoic language Helen embodies becomes one of the needs integral to 
Jane. However as we will see, Bronte does not make the dominance of stoicism a 
hard mono logic thing even if it takes the reign for the time being. Jane follows a 
roller-coaster like movement swinging from one extreme to another on the surface, 
as critics have discovered such a pattern in relation to locale, yet this metaphor of 
pendulum oversimplifies the complexity of Jane Eyre? 
Even if it may seem that Jane swings to and fro between extremes, there are 
undercurrents of the countering languages that disturb the calm surface. At a first 
glance, Jane does revert again and again to a highly rational language, which urges 
her to stick to duty, despite her passionate nature: 
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When once more alone, I reviewed the information I had got; looked into my 
heart, examined its thoughts and feelings and endeavoured to bring back with 
a strict hand such as had been straying through imagination's boundless and 
trackless waste, into the safe fold of common sense. (162) 
Here Jane tries to analyze objectively the love she feels towards Rochester, which 
can in no way be analyzed rationally. The language she uses is cold and rational as if 
she plays a surgical doctor who examines her vehement love like a dead object in the 
dissection of the heart. With an imperative tone, cold and distant, the voice of reason 
speaks in the form of the internal other and warns the self not to indulge in passion. 
Beneath the attempts to adhere to reason and duty, there is the voice of life-seeking 
impulse, which is never totally silenced. Jane knows the power of this voice within 
her, but she does not give it a say. In spite of her suppression of it, this voice finds its 
way through Jane's dreams, in which Jane allows herself to indulge in "the sense of 
being in [Rochester's] arms, hearing his voice, meeting his eye, touching his hand 
and cheek, being loved by him - the hope of passing a lifetime at his side" (373). The 
language she uses here is Romantic and full of feeling. From the two different 
discourses in Jane, one vocalized and the other suppressed, one rational and stoic and 
the other romantic and emotional, Jane is spilt among the languages, each one of 
them embodies a particular moral language that steers her to different directions yet 
all are indispensable parts of her. 
Likewise, the language of Christian stoicism drives Eliot's heroine to self-
renunciation in The Mill on the Floss. Like Jane, Maggie also inclines to self-
renunciation, if not directly due to the setback in sexual love, then due to her hunger 
of love in general. By placing Maggie in a world where she finds no indulgence and 
fondness, Eliot drags the already reflective Maggie into deeper inwardness. Thomas-
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a-Kempis marks the beginning of a "new inward life" of Maggie (387). Maggie, 
believing that resigning from worldly cravings is the only means to achieve inner 
peace, sticks to a life of renunciation in Christian stoicism, and so is she convinced 
that, by withdrawing herself from whatever may be denied her，she will find "joy in 
subduing [her] own will” (427). Self-renunciation may well seem a solution to 
Maggie, but not so for her creator. Rather subtly, there is a sense that it is not Eliot's 
wish to submerge Maggie in renunciation, but to show the inner conflict that makes 
Maggie a tragic figure instead. This is evident in the ripples that touch her heart's 
strings the moment she sees Philip again. Maggie's past memories and affections 
resurge, yet she checks herself, "trying to repress the rising wishes by forcing her 
memory to recall snatches of hymns" (392). The language of passion within Maggie 
is not killed off, but as we can see, it is only temporarily repressed by the language of 
hymns that she calls upon. 
While the heroines turn to stoic renunciation, Pip also comes to self-denial of 
another kind in which he severs himself from the feelings within. The absence of self 
is revealed through the gaps in the narrative structure. Dickens does not make a 
detailed portrayal of Pip's inner pain in the intense way Bronte and Eliot treat their 
heroines, instead he skips this part by jumping to another plot development. After Pip 
suffers from his disappointment in love and the disillusionment of his "expectations," 
Dickens turns the plot to the rescue of Miss Havisham and Magwitch, in which Pip's 
inner self is absent from us and his mind is wholly preoccupied by "Provis's safety" 
(434). This fissure in Pip's autobiography, focusing not on the self but on the other, 
is suggestive of a form of self-abnegation which is in a sense similar to Christian 
stoicism in the aspect of devoting one's service to the others，but at the same time, 
different from the Christian strand because Pip has no explicit exposure to any 
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sources of Christian stoicism. That the "I" who has been the centre of the world, the 
expectations which are "my fortune," and Estella who is intended for "me," recede 
into the background and turn to the service of the others. Such self-denial is also 
found in Tom, who denies himself from inward yearnings and devotes himself to the 
“redemption’，of his family, yet unlike Pip, he concentrates obsessively on worldly 
success. 
The two kinds of abstinence of self may well invite gender explanations. In 
the fierce "conversation" between critics on gender issues, feminist critics have 
argued that female protagonists in "novels of female development" are marked by a 
turn inward rather than develop in an active maturation typical in male protagonists 
(The Voyage In 8). If it explains the opposite development of Maggie and Tom, one 
inward and the other outward, we see another kind of treatment in Dickens's Great 
Expectations. Gender explanation is not sufficient in the world of Great Expectations. 
Contrary to Eliot's world, in the world Dickens created, both Pip and Estella are very 
similar to one another, both desire the material world. Like Pip, who chooses 
gentility against his past tie, Estella, his female counterpart, is depicted as a figure 
whose mind is preoccupied with bourgeois capitalist desires that leave no room for 
the spiritual needs within. If Maggie is increasingly drawn into a deeper inwardness, 
then Estella is created as a girl who is void within: as she confesses to Pip, she has no 
heart - she has “no softness there, no sympathy - sentiment - nonsense," and above 
all, she is not able to feel with the heart (237). Pip and Estella are actually not 
heartless beings, but it is Pip's gentlemanly ambition and Miss Havisham's distortion 
of Estella's inner nature that blindfold both of them from the other needs in life. 
Dickens, who has experienced so many social ills in his childhood, and seen enough 
corruption in society, knows well the way his hero can be healed. Only in getting rid 
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of blinding ambition could Pip get access again to his real needs within. This 
interesting reversal of progression and regression foreshadows another tension on 
renunciation and agency to be discussed in the following. 
Such a tension within the self is inextricably bound up with the tension of 
agency in the face of setbacks in love and constraints of reality. This sense of agency, 
though it is not directly mentioned by critics, has been the central subject of literature 
in the nineteenth century for it involves a confrontation of the "inner" tendencies and 
the "outer" restraints. Novelists including Bronte, Dickens and Eliot must be well 
aware of the dilemma posed by that confrontation. To explore this subject, it directs 
us to the conception of inward peace in Christian stoicism and the belief in work in 
the nineteenth century. From ancient stoicism to Christian stoicism, it is advocated 
that one should endure what is destined and renounce what cannot be controlled. A 
line from Thomas-a-Kempis makes this clear: "Forsake thyself, resign thyself, and 
thou Shalt enjoy much inward peace. . .，，（383). While the craving for worldly things 
causes frustration, to resign leads to the way of inner peace. Christian stoicism 
achieves peace through recoil back to the inner world, but a turn outward to work, as 
Houghton notes, can also be a therapy for doubt and ennui in the Victorian period. 
Although it carries a tint of anti-intellectualism, the turn to practical activity is 
conceived as the best way to avoid thinking and 'the soundest procedure for those 
already suffering from painful doubts" (Houghton 133).^  To resign oneself either 
through withdrawing into deeper inwardness or through concentrating on outward 
activities is a regressive protest against reality, which deprives the protagonists of 
their agency. 
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Both forms of self-renunciation are ways of forgetting what the self desires 
but does not get. The coincidence, or rather the unanimous phenomenon among the 
protagonists to resign themselves, may well reflect the possible reaction of man in 
similar moral dilemmas. In the prolonged tension between the body and the mind in 
the ancient Greco-Roman world, and later between that of science and feeling in 
modern times, the tension has again and again fallen into a dichotomy between the 
physical and the metaphysical. We live with the physical, but the repeated rise of its 
metaphysical counterpart in human psyche, or more specifically, in Western 
civilization, tells us that the more intangible needs of the heart, like love, are 
essential components of the self. But of course, this need of love must be something 
broader, and does exist in other civilizations as well, nonetheless, this scope of 
discussion is out of the context here. In a sense, the novel under discussion here is a 
microscopic world in which Bronte, Dickens and Eliot try out the possible human 
tendencies when conflicting needs clash with one another on the one hand, and with 
society on the other. In this case, it is a trial of love. For Jane, she longs for Mr. 
Rochester's love, although it is one that is reciprocated from a man who is old 
enough to be her father. Their marriage, however, is obstructed by the law imposed 
by society and the social opinions around them. Likewise, Pip's need is also centred 
on love. His admiration of Estella and his desire for gentility and money are regarded 
as displaced forms of parental love he obtains not under Mrs. Joe's heavy hand/ The 
more apparent case is Maggie, whose hunger for love is enough to override the 
equally strong sense of pride in her. In the novels under discussion, the novelists try 
out the dilemma when the need of love, which is, as I have mentioned above, 
universal and strong within human beings, clashes with social restraints and the other 
needs of the self. The answer, as demonstrated in the novels that the novelists 
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commonly arrive at, is a retreat of the self into self-renunciation or self-denial and at 
the same time a triumph of social forces. 
The retreat of the protagonists into renunciation also testifies to another 
strong need within the self that demands one to be a "moral" being. To be morally 
good is a demand of the self that is necessary to sustain a sense of living in a 
harmony with the self, the other and the world. And the standard the protagonists, 
especially Jane and Maggie, use to judge whether they are moral，I believe, is the 
"universal terms and rules" that S. L. Goldberg has discussed in Agents and Lives 
(174). According to Goldberg, there are two kinds of moral psychology that 
"dramatic" literature can attempt: one is centred on the commonness of the self as a 
moral agent like any other; and the other is centred on the self as a specific individual 
with particular human needs and desires (174). The one in concern here is the 
universal one that is grounded on commonness and which regulates the protagonists' 
motives, choices, and actions, with the conscious will that what the self chooses and 
does is both moral and right. Despite Jane's passionate disposition that makes up part 
of her nature, her "very conscience and reason," which stand on the side of the 
universal moral law, struggle and ultimately triumph over her individual need of self-
fulfillment (322). Her sense of being a moral agent does not allow her to turn a blind 
eye to the sacred law of duty: "If at my individual convenience I might break them, 
what would be their worth?" (322). Self-renunciation in Bronte's novel, in another 
sense, is transferred to a broader argument between the universal demand and the 
individual need, both of which are integral to the definition of morality in different 
points of view as well as the composition of Jane's self. 
More apparent than Bronte, Eliot has a tighter hold on Maggie in terms of the 
universal demand of morality, not allowing her to submit to her individual fulfillment. 
61 
It is not an exaggeration to say that Maggie, including her elopement with Stephen, 
cannot break away from the boundary Eliot imposed on her. In Maggie's moral 
psychology, her sense of right and wrong is one based on the universal laws. She is 
faithful to them, sticks to them, and believes that even the thought on the fiilfillment 
of her own pleasure is sufficiently a “fatal weakness" in her (598). We cannot 
repudiate the rightness of the universal laws, but one cannot avoid the conjecture that 
they are being used by the heroines as pretexts to avoid confrontation of the 
dilemmas they have to face. The pains produced by the conflicts of needs，when the 
confrontation with them is no longer possible because of individual powerlessness as 
compared to overwhelming social forces, drive the protagonists to withdraw and 
abstain from what they are powerless to resist. 
However, Michel de Certeau, a French sociologist and theorist, injects a new 
light in looking at self-renunciation. Instead of considering it a recoiling act from 
agency, the protagonists' practice of abnegation is regarded as a tactic they impose 
on the restraints imposed on them. This is what Certeau calls "transverse tactics,” 
which are "interventions that open a space of agency within constrained systems" 
(Smith and Watson 43). In a word, self-renunciation is an act to gain agency by 
renouncing agency - a choice within a restrictive environment that offers no choice 
at all. The protagonists believe they have a control on what they can, but the 
novelists are aware of an ambiguity in it: When that agency is gained through 
renunciation, can it be called agency at all? 
The protagonists are put in a tension of attaining "agency" of their own and 
having part of the self amputated，in the sense that the need of self-fulfillment 
constitutes a part of the self. Jane chooses to resign from love, and in doing thus, she 
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believes she takes complete control of her own fate. "Life," Jane reflects, “however, 
[is] yet in my possession: with all its requirements, and pains, and responsibilities" 
(330). Jane is convinced of her being an agent of life, at the same time, she cannot 
betray herself that it is a choice out of no choice. Given Jane's vehement love, to 
leave Rochester is the only way to escape from the wild passion and the pain that 
gnaws at her. In the treatment of Jane's renunciation, Bronte does not play a critic on 
her heroine, instead, she endows Jane with a clear eye to comprehend what she is 
doing. The subtle and reflective nature of Jane allows her to realize that her "choice" 
to separate from Rochester forever, or her “choice，，to submit to St. John as a 
missionary's wife, is sufficiently a “sacrifice，，of part of her life (404). If Jane really 
has an agency to control her life, then both choices, if realized, ravish part of herself 
and put her to "premature death" (411). 
Likewise, Maggie's renunciation also constitutes a tension between agency 
and needs. Maggie conceives her choice of renunciation to be an exercise of her 
agency, but as we see very well, whether it is really an agency in which she has the 
freedom to choose or an imperative with which she must comply is to be doubted. As 
Eliot conveys her wisdom through Philip's mouth, there is “no such escape except by 
perverting or mutilating one's nature" (528). Philip articulates the crux of Maggie's 
self-delusion that self-renunciation is only an act of escape and that it mutilates the 
need of the self to realize the beautiful and the good in life. The novel itself is also 
critical of the act of self-renunciation, and this explains why Eliot portrays Maggie's 
renunciation as another form of egoism. This act of Maggie is compared to a part in 
drama to be played by Maggie: 
From what you know of her，you will not be surprised that she threw some 
exaggeration and willfulness, some pride and impetuosity even into her self-
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renunciation: her own life was still a drama for her, in which she demanded 
of herself that her part should be played with intensity. (386) 
The move into selfless renunciation, in a sense, is another side of the same coin to 
make a show of the self. Despite Eliot's insight to discern the harm renunciation has 
done to her heroine, still, Maggie must choose that sacred life of the past, which is 
the only right choice to her. Self-renunciation, I think, does constitute a choice of the 
will out of a whole set of limitations which make no choice at all, but the concern 
here is on the tension between renunciation and its harm with regard to the integrity 
of the self. In a word, even if Maggie is free to choose stoicism and the past, her 
agency must be paid at the expense of sexual love. Renunciation may well be a tactic 
to achieve agency in the light of Certeau's theory, however, it appears more likely to 
Bronte and Eliot to be a passive escape than a good to be freely chosen. 
The tension between self-denial and agency is quite another thing in Great 
Expectations. Daleski and Moynahan mention that Pip's withdrawal implies a moral 
regeneration, but this, I believe, only captures half of the meaning of Pip's self-denial 
(Daleski 269; Moynahan 118). Pip's withdrawal to selflessness is doubtless a moral 
regeneration, to put things further, it also means Pip's liberation from the other's 
control of him that is beautifully wrapped up in the great expectations. Pip's life is a 
rather passive one that is borne along by the forces in society, for instance, his 
individuating aspirations ignited by bourgeois capitalism, and designed by those 
around him. By the design, I mean his great expectations which begin with Magwitch, 
who provides for his gentlemanly life, and so the only way to recover his agency is to 
break away from his aspirations and gentlemanly life, in which he is a pawn in the 
whole design. Magwitch, seeing Pip again after his return, heartily exclaims, "If I 
ain't a gentleman, nor yet ain't got no learning, I'm the owner of such" (321). 
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Magwitch's psychology here is not difficult to understand because Pip's gentlemanly 
life is solely built up with his hard work and money, and at least to Magwitch if not 
to Pip, it is reasonable to regard himself as the one who has the control of Pip's fate. 
Unlike the cases in Bronte's and Eliot's novels, Dickens plays a twist on his hero in 
which only by resigning from the desire to control his life can he recover again his 
agency of life. Difficult to understand though it may seem, in Pip's case, we come to 
see that making no choice is also a way of making a choice and exercising one's 
agency. 
As the novelists have the insight to suggest, the process of making a moral 
choice, which is a common experience among us, is painful to the protagonists. This 
directs us to a discussion of morality that is indispensable to the formation of self and 
the orientation of life. The definition of morality as merely concerned about what is 
right to do is rather narrow, and this restricted scope is not comprehensive enough to 
illuminate the tension that the novels bring to light. In his Sources of the Self, Taylor 
raises another essential aspect of morality, what is it good to be, that injects life into 
the scope of ethics. The manifestation of this aspect in the novel is closely related to 
self-realization, the fulfillment of the heart's promptings. Bearing in mind the 
different moral views, the novels in discussion turn out precisely in the two 
directions above: Maggie in The Mill on the Floss and Jane mJane Eyre uphold what 
is right to do as the good in life, while Pip in Great Expectations opts for self-
fulfillment as the highest good. But one thing may be discovered that either the 
choice for the right, as it is in the case of Maggie and Jane, or the choice for self-
realization, as it is in the case of Pip, is equally unsavory to the readers. The option to 
do the right thing in The Mill on the Floss and Jane Eyre is condemned by critics 
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such as Goldberg as a mere failure to let life come into a foil flowering, and the 
option to self-realization in Great Expectations is criticized by critics such as Daleski 
as a moral corruption. With regard to the dilemma involved, I would like to suggest 
that both aspects, what is right to do and what is good to be, are integral needs of the 
self just like our two legs, and without one of which we are not able to walk. They 
must be put in a harmonious relationship with one another, but the fact is that they, 
more often than not, come into conflicts with one another. This can be shown in the 
difficulty of and uneasiness within the protagonists whatever choice they choose. 
In making up a moral choice, the protagonists are put in a difficult situation in 
which their needs are mutually exclusive and to choose either one would be equally 
dissatisfying. The undercurrent of other languages beneath the choice for self-
renunciation somewhat hints that all these languages capture indispensable needs of 
life. Jane and Maggie are situated amid the dilemma of to be or not to be, and there 
are no other alternatives. For Jane, the either-or choice to leave Rochester or not to 
leave him is apparent to her. She knows deep inside her heart that there must be 
trade-offs in either choice: in marrying Rochester, she has to give up reason, 
independence and the law sanctified by God, in a word, the dignity and the sense of 
the right that are necessary to sustain her life, yet in choosing to leave, she betrays 
her passion, without which part of her life-force would be wrung from her. This 
either-or dilemma is not a black-and-white choice in the novel, and never will be one 
in the field of morality. Although Bronte is regarded as an unconventional novelist, 
she requires her heroine to be morally good in the traditional sense. Jane chooses to 
stick to the laws and principles and is convinced that she is right. Meanwhile, to be 
right herself means to do evil to Rochester. If human beings are imprisoned in their 
little egoism, which makes them blindfolded to the other's needs, then Bronte 
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endows Jane with the sensitiveness to feel for Rochester. No matter how Jane keeps 
convincing herself that her decision is “a correct choice,，，the feelings of guilt and 
sadness do not fail to slip from the back of her mind. In the scene in which she 
reflects on her decision, she thinks herself “happy，，but is "surprised to find [herself] 
ere long weeping - and why?" (366). Bronte does not tell us explicitly but somehow 
we know the answer is as simple as that the choice is not a comfortable one. If to 
follow the principle is not a satisfying choice, then neither would be the choice 
otherwise though Bronte does not let it happen. With the strong sense of right and 
wrong she learned in childhood and the Christian thought she picked up from Helen, 
laws and principles are inviolable, even in the time of temptation. The sacred 
principle warns her against being taken by passion of which its excesses have 
claimed Bertha, and Jane has enough wisdom to avoid being a second Bertha. In thus 
presenting the uneasiness of choosing either option, Bronte seems to suggest the 
imperative to bring both needs in harmony so that both can be embraced. 
Eliot also attempts to answer the question posed by mutually exclusive 
needs 一 the need of past and duty and the need of self-realization - but rather 
unsatisfactorily. As I have already argued earlier, Maggie is created as a figure 
inseparable from the past, no matter if she is the smart child or the sensitive teen-age 
girl, and she is thus because the seeds of affection sowed in her childhood are tightly 
rooted in the young adult now. Eliot lets us see enough how much Maggie is willing 
to sacrifice whatever she can for Tom, if needs be, in that little episode of choosing 
the cake with the jam running out, and so it follows the inner logic that Tom and 
home are to be the whole world for her. Yet the hunger of love is equally strong in 
her. As Eliot tells the reader, the need of love in Maggie, and in man in general, is so 
strong that it forces us "to submit to the yoke" (91). Between the two needs, the need 
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of the past and the need of love, she sets up the trial for Maggie. By withholding 
Tom's brotherly affection from her, Eliot starves Maggie in a hunger of love and 
tests Maggie with Stephen. The requirement for Maggie to attain romantic love is an 
elopement with Stephen at the price of her family and her past. Of course, it is not an 
easy choice for Maggie, who regards the past as the whole value of her existence. By 
simulating this difficult situation for Maggie, Eliot projects the individual case of 
Maggie to the broader dilemma between self-fulfillment and duty. To elope with 
Stephen means she would be a disgrace for the family, for her conception of herself, 
and be “cut off from the past" (594). In addition to this, the elopement would never 
be a moral one, let alone a noble one, that would blot the rest of her life. If Eliot has 
an allegiance to Ludwig Feuerbach's concern with the fulfillment of sexual love，its 
power drops in front of the adherence to the past and morality. The key to make a 
moral choice here is that what is right to do lies on the side of the past rather than on 
the side of self-fulfillment; and what complicates the matter further is that Maggie's 
moral vision is not merely one that is based on the universal creed, but also on Tom's 
moral judgment of her (Goldberg 166). In view of this, the way Maggie develops 
can be predicted: Maggie will not and Eliot does not let her choose Stephen, which 
would reduce her heroine to lead a life with "no sacredness" (597). As the novel 
develops, the life-taking burden Eliot imposes on Maggie is increasingly 
overwhelming. Maggie's choice to cling to the past, a choice which she feels right, is 
also one that pushes her into a dead end. Her dilemma lies in the fact that, despite her 
choice for Tom, Maggie is denied the acceptance of Tom, who is the one she loves 
better than herself, and that of the citizens in St. Ogg's, which is the root of Maggie's 
life. If passion and the past are the needs that make up the life of Maggie, Maggie is 
nearly murdered. 
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The case in Great Expectations goes quite another way, but this does not 
mean that Pip is spared from the moral dilemma between two mutually exclusive 
choices. Dickens creates for Pip an urgency to realize his aspiration as a gentleman 
for Estella's sake. As it is mentioned earlier, Estella has become the goal and even 
the symbol of his hankerings after wealth and gentility, and this aspiration of his is a 
force of corruption that drags him to his fall. However, this individuating desire to 
fulfill the self is imperative as it is demonstrated in Pip's confession to Biddy before 
his dream is out: 
Well then, understand once for all that I never shall or can be comfortable -
or anything but miserable - there, Biddy! - unless I can lead a very different 
sort of life from the life I lead now. (128) 
Dickens creates his hero with that restless soul, and he well understands that 
detaining Pip in the village would only destroy his hero. I am much in agreement 
with R. Gilmour that Dickens does not present Pip's journey as "a simple fall" nor 
give “a hostile view" towards Pip's aspiration (102). But Gilmour does not develop 
this point fiirther in terms of the tension involved: the crux of the matter here is not 
simply a question of right and wrong, but a moral question that cannot be solved 
clearly. Joe, who is once regarded as the "good" in life, is substituted by another 
"good" to elevate himself as a gentleman, and it is now impossible for him to stick to 
Joe again. It is clear that Pip cannot embrace both his tie with Joe and his aspiration 
to be a gentleman, but Dickens grants his wish in order to pave his way to return to 
the real good. Although Pip chooses to achieve his gentlemanly aspiration and love 
for Estella, the other need of Joe remains and resists all the way through, and thus a 
repeated upsurge of his memory of Joe. This is similar to what Nietzsche calls a 
"transvaluation of values" in which a new hypergood arises and supersedes the 
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earlier views of good (qtd. in Taylor 65). Even if both choices sound problematic, 
Pip must go through both to learn which one is the highest good in life - and this is 
the process of Bildung at the heart of my discussion. 
The question of morality, from ancient days to modem times, has been hard 
to answer. And it is what makes up the tension in the novels. The moral choice of 
duty over passion brings up a tension of whether the question, which choice is the 
less evil one, can be resolved at all. Again, we can see two moral visions clash with 
one another. The choice for duty of Jane and Maggie clearly comes from the strand 
concerned with what is right to do, but the appeals of Rochester, Stephen and even 
Philip are bound up with self-fulfillment, with what is good to be. Both visions are 
considered by their adherents as the only good in life, but the question is on which 
side does the ultimate good lie. The other way of putting it is this: the issue of 
morality, like any other things else when human beings are involved, must 
necessarily involve at least a point of view, and so which one is the right one? Eliot, 
despite her hold on Maggie, is able to discern the indeterminacy such a question 
involves 一 a question that is "clear to no man who is capable of apprehending it" 
(627). 
Here we come to the tension of different centres of self in confrontation with 
a moral choice. To Rochester, the matter between Jane and him is not a dilemma at 
all, rather it is a matter as simple as to get married, and then they will live happily 
ever after. Believing himself an outcast of God's mercy, just like the typical Byronic 
hero in the Romantic period, laws, no matter divine or human, are nothing inviolable. 
Their happiness only requires Jane to 'transgress a mere human law" (322). In 
appealing to Jane's moral psychology, Rochester persuades her that her choice will 
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harm no one: no one will be injured since she has neither relatives nor acquaintances 
she may offend. Passion and the actualization of that passion are the sole concern in 
Rochester's moral vision. It is，however, a different matter to Jane. Jane is deeply 
convinced to do the right, and Bronte requires her to be so. Her moral good is to obey 
'the law given by God" and it is not an external law, but a law internalized as an 
integral part of her (322). If the good means only to do what is right, Jane is 
irreproachable and good in holding to the laws, meanwhile, she kills her own 
fulfillment in Rochester's vision of the good. The question comes to us, if not to Jane, 
as where does the lesser evil lie - to be good herself or to be good to Rochester. If 
the constitutive good as Taylor calls it, which arises from our love of a good, is 
indispensable from the good in life, Jane's choice as a good one is held up for 
question simply because it is a choice that makes herself "hateful in [her] own eyes" 
(327). Jane Eyre is able to put the protagonists and also the reader in a moral 
dilemma. From Jane's choice springs hatred and pain of that choice: the "right" 
decision, which no one will be hurt if violated, drives Jane to an uncomfortable 
position in which she is hurt, in which Rochester is hurt, and which she is the cause 
for Rochester's being hurt, though she gains her independence through this decision. 
Likewise, the question of where the lesser evil lies is latent in The Mill on the 
Floss. Eliot also requires her heroine to be morally good and faithful to the past. As 
we follow Maggie's development, her insistence to uphold what is right to do - to be 
good to Lucy and Philip - is in another sense a commitment to her past. The 
adherence to the divine law in Maggie's moral world implies both her faithfulness to 
duty and that to the past. In a mind preoccupied with memory, Maggie is deaf to 
Stephen's appeal of self-realization and inner feelings: 
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We have proved that the feeling which draws us towards each other is too 
strong to be overcome. That natural law surmounts every other, - we can't 
help what it clashes with. (601) 
What Stephen believes is the language of what is good to be, and the good is to 
follow the inner feeling, which is a natural law, within us. To Stephen, love is a 
private affair belonging exclusively to Maggie and him, but not among those around 
them. As Goldberg has pointed out in his Agents and Lives, love is a particular thing 
that should not and could not be measured with the universal law of morality to 
which Maggie adheres (169). But the fact is they are in different "channels". It is not 
to be denied that Stephen's love is honest and sincere, but Maggie just cannot 
commit herself to it, because to realize the love in Stephen's sense means to wring 
out a good for herself from the other's misery. However, the choice not to realize her 
life is also problematic, for Eliot's Maggie is a girl bom with a sensitive heart and 
full of fine feelings for others. Being kind to Philip and Lucy, she is cruel to Stephen. 
It is Stephen's suffering amid the wounds she has caused that makes Maggie almost 
submit to him, nevertheless her anticipation of the pain of those she loved dearly in 
childhood withholds her from fulfilling her love, a fulfillment that will also relieve 
Stephen's pain. Even Dr. Kenn, a man of wisdom, does feel strongly that an ultimate 
marriage between them is 'the least evil" (627). Whether Maggie has made a "right" 
decision is unclear to Dr. Kenn, or to anyone. This ambiguity of (n)either right (n)or 
wrong makes the novel forever in a tension. What is defined as good to one may 
sound the opposite to the other; in this sense, it is unjust to condemn Maggie as so 
many criticisms have done. If anyone is to be blamed, Eliot's monologic grasp of 
Maggie may seem a better target. 
72 
The moral tension of the novels hinges very much on the uniqueness of every 
individual's needs，which Bronte and Eliot fail to recognize by forcing their heroines 
to submit to the universal moral law. Although Jane and Maggie are endowed with 
sensitiveness and concern for others, they have their own defects and weaknesses. 
However hard they try to see from the perspectives of the others, they are 
nonetheless centres of self. They have their own conception of what is morally good, 
and in turn, they believe the good in their moral vision is also a good in that of the 
others. It is not to condemn their conviction in duty and responsibility, but this very 
conviction itself is already a kind of egoism that they quite automatically use to 
judge themselves and gauge others. Jane believes that to abide by the law of God is 
what is right to do and what is good to Rochester. It is quite surprising that Bronte 
would let her heroine, who feels the pain Rochester feels, to fail to understand the 
uniqueness of an individual's needs. The same is true in Eliot's Maggie. Maggie 
takes what she feels as a good to be the same good in Stephen's moral world: "but I 
can't believe in a good for you, that I feel - that we both feel is a wrong towards 
others" (604). The shift of the pronoun from first person singular, I，to first person 
plural, we, points out the blind spot of Maggie in regarding duty as the 
undiscriminating universal good for everyone. In spite of the subtle sensitiveness the 
novelists try to endow their heroines, they are imprisoned in a little world of their 
own. This, I believe, points to the irony underneath Great Expectations though 
Dickens's focus is not on the moral issue above. His hero is such a one who lives in 
his little world of gentlemanly fantasy, believing that the world revolves around him, 
that Estella is designed for him, and that the expectation is a dream come true. From 
the irony on Pip, Dickens also turns an irony on us, the readers, who bear the same 
egoism and expectation on his characters. 
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The indeterminacy the protagonists experience is also the indeterminacy that 
readers need to confront. As early as the 1820s when Karl Morgenstem first used the 
term Bildungsroman, he included "the reader's Bildung” as one of the defining 
features of the genre (qtd. in Swales 12). It sounds quite true in the present context. 
Readers may well blame Maggie and Jane for failing to fulfill themselves, Pip for his 
moral corruption, Tom and the citizens for disowning Maggie, all of which are not 
unfamiliar to contemporary critics. The novelists wish their hero/heroine to forgive 
and so should the readers as well. Immediately after Jane's dream of marrying 
Rochester bursts, she expresses her forgiveness in the authorial comment: 
"Reader!一I forgave him at the moment, and on the spot" (303). Here Jane is the 
subject of forgiveness and Rochester the object, but it is also wished that the readers 
are the subjects of forgiveness and the characters the objects. Like Jane, Pip is no 
Pharisee. When Miss Havisham softens and asks for his forgiveness, Pip, who has 
been blaming his lowly birth and his connection with Joe, also learns not to blame 
anyone. He sinned, his life has been "a blind and thankless one," and he wants 
"forgiveness and direction far too much, to be bitter with [Miss Havisham]" (398). If 
it is forgiveness that enables Pip to be released from his egoistic self and show 
concern to those around him from the point of view of the others, then it is also 
through this forgiveness that the readers enter Dickens's world and penetrate the 
characters he creates. This is also what Eliot intends in The Mill on the Floss. Eliot 
puts Maggie in a childhood of ceaseless criticism. The critical environment has 
cultivated a sensitive and concerned Maggie: "Maggie hated blame: she had been 
blamed all her life, and nothing had come of it but evil tempers" (284). All the 
characters have blamed the others but only the worst comes about. Painful as her 
experience has been, Maggie does not blame anyone，not even the unkindness of 
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Tom. She forgives and she needs forgiveness. The capacity to transcend one's 
egoism and feel as the others feel is what Eliot admires as "the truth of feeling，,, 
which is able to draw men together (qtd. in Houghton 279). In a sense, readers 
should also leam this wisdom as a process of Bildung; even if we judge, the very 
ambiguities involved in the moral tension make our judgment rather hard to fix. 
Right or wrong, wrong or right: artists, as people often say, are the ones who 
have insight into human experience and suffering. There are no absolutes in the 
world and thus do Bronte, Dickens, and Eliot present life in their novels. Moral 
dilemmas and the difficulty involved in the making of moral choices are central to 
the Bildung, the process of growing up, at the heart of my discussion. Yet artists are 
not saints, they also have a point of view of their own. Their challenge lies on 
whether they are able to allow their hero/heroine develop their own way, to use D. H. 
Lawrence's words, without pressing their thumbs in the scale. After the journey to 
experience, the novelists seem to have an inclination to let their protagonists 
reconnect with the voice of the heart. 
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Chapter Four 
The Ultimate Return 
As the saying goes, forgive and forget. However, the two do not always go 
hand in hand. In the artist's insight if not in the old saying, oblivion is not the best 
strategy to forgive. Instead of forgetting altogether about the past, to confront and 
transcend that entangled past may be a better solution. A reconnection with the past 
and the heart's needs, as the novels ultimately reach, points to the way the 
hero/heroine fares in accord with the internal bonding of the novels. By exploring the 
tension between the novelist's will and the novel's internal logic in the process of 
creation, the present discussion on the morality of the novel points to the necessary 
interaction between the novelists and their novels that is not to be contained in the 
moral/immoral or mono logic/dialogic dichotomy, but somewhere in-between. 
This chapter will focus on two main aspects: a return to the past and the inner 
nature, as well as the endings. Building on the previous discussions on the tension 
within the protagonists, the present chapter elevates the discussion to the tension of 
the novel itself 一 a tension between art as a creation of the all-powerfiil creator and 
art as developing in a life of its own. The first section, beginning with the specific 
phenomenon of relapsing back into childhood at the love encounter, examines 
whether the tendency of returning to the past is one that conforms to the internal 
logic of the novels. On the one hand, the treatment of the intersection of the past and 
the present reveals a tension of self-in-time; on the other hand, the return is shown to 
be a product of interaction between the novelist's will and the protagonist's needs. 
The second section concentrates on the issue of morality in the novel in terms of D. 
H. Lawrence's frequently quoted metaphor of the "thumb in the scale." This part 
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explores how the novelists accommodate both the logic of the novel and their control 
on it, as well as how they preserve the tension in the ending as an unfinalized one. 
Despite Bakhtin's distinction between the monologic and the dialogic, or Lawrence's 
morality and immorality, as the chapter will explore, the novels are situated 
somewhere in-between the delicate tension of the two extremes. 
Despite the linear progression of time, there exists an interesting phenomenon 
of a relapse into the past among the protagonists. This regression, especially back to 
childhood, is evident in their initial reaction in the love encounter. With Pip's 
advancement through his great expectation, he is convinced that he is quite changed 
and that his past is dead, however, the burden of the past remains - it is like “a stain 
that [is] faded but not gone" (264). The moment Pip sees Estella after their separation, 
Pip “[slips] hopelessly back into the coarse and common boy again," the little Pip he 
despises (235). Such a sense of slipping back to childhood is automatic, and makes 
up a tension within the self at specific points of time. Christopher Salvesen, in his 
study of Wordsworth's poetry, catches the essence of this paradoxical feeling we find 
alike in Dickens's hero: it is a paradox of “feeling continuity with one's past self, 
that one is the same person, and feeling separation, that one is, through time, a 
different person，，（6). Pip is conscious of the tension that he and Estella are different 
persons from what they were, but simultaneously, he senses the continuity of being 
the same self he was then. 
Eliot, under the influence of Wordsworth, also puts Maggie in such a 
complicated feeling of disruption and continuity. Besides the complex feeling readers 
share with Maggie at the moment she meets Philip, we are told explicitly that 
"Maggie [feels] herself a child again" (394). The subtle tension within Maggie is 
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akin to Descartes's experience of time that Salvesen has raised in The Landscape of 
Memory. Like Descartes, Maggie is caught up in the "pastness" of experience and the 
"onwardness" of time, a consciousness of one's existence in the presence of both the 
past and the present (Salvesen 6). To embrace one's past as part of the self is 
necessary and Maggie does feel that somewhere there is an invisible link that 
connects Philip and her, but this intense consciousness of the past as living in the 
present becomes an obstruction that holds her back from living through to the future. 
Although this complex feeling may appear less familiar to Jane, she also has 
a moment of being transported back to her childhood fear just after her aborted 
marriage with Rochester. “I，，，reflects Jane in her autobiography, "was transported in 
thought to the scenes of childhood: I dreamt I lay in the red-room at Gateshead" 
(324). It is the first time, despite the childhood sense of inferiority and impulsive 
disposition she unconsciously felt and inherited, that Jane consciously relapses into 
her childhood feelings. The translocation of time shows that the child, together with 
the fear and anxiety the child experienced then, still lives in Jane. In a sense, Jane is 
situated in a realm in-between the past and the present. 
The point of showing this tendency is that it points to the direction the novels 
gradually steer. For Eliot, the relapse is a retreat to the past; yet for Bronte and 
Dickens, to embrace the past is a necessary step to make sense of the present and 
advance to the future. A comparison between the treatments of the relapse into the 
past makes this clear. Eliot is too nostalgic of the past, or more specifically, the 
Eden-like childhood in such a way that the return to the past is reduced to a 
regressive escape. Philip and the Red Deeps, for Maggie, have become the symbols 
of the past in which she seeks protection from her love dilemma with Stephen. “0， 
Philip, Philip,，，yearns Maggie amidst the difficult choice of love and morality, “I 
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wish we were together again - so quietly - in the Red Deeps" (522). Her childhood 
memory of Philip is "a sanctuary where she could find refuge" from the selfish 
yearnings she must resist (525). Maggie's love of the past, in which Eliot herself 
indulges and allows her heroine so, is genuine, and Maggie's past is, in a sense, 
therapeutic as well because it heals her wounds caused by the family downfall and 
the loneliness of present. Yet this excessive love becomes a kind of obsession for an 
irredeemable past that prohibits Maggie from growing further. In a sense, the novel 
inclines increasingly to the path of retreating into the past. 
Compared to Eliot, Bronte and Dickens are able to capture the positive side 
of the past. If The Mill on the Floss gives expression to the nostalgic mood in the 
poetry of Wordsworth, Jane Eyre and Great Expectations catch the deeper 
significance of the past as a moral guide of the present and the future. More than is 
apparent, the retrospection in Wordsworth's poetry does not stop short at nostalgia, 
nor is it a mere recovery of the feelings subjectively felt then, though both cases are 
true. Instead, it is transfigured into something more constructive. The experience of 
nature recollected in tranquility, for Wordsworth, as he says in Lines composed a few 
miles above Tintern Abbey, is "the nurse, /The guide, the guardian of my heart, and 
soul /Of all my moral being" (109-111). The past is invested with a moral 
significance, as it is in the novels of Bronte and Dickens. Dickens connects the past 
and memory with the heart just as the way Wordsworth endows the past with an 
immanent moral quality. This is manifested in Dickens's creation of Estella. In her 
heartfelt confession, Estella confesses to Pip that she has “no heart - if that has 
anything to do with [her] memory" (237). Dickens presents those, such as Estella, 
Pip, and Miss Havisham, who have no memory as the ones who are disconnected 
with nature within. The characters who are concerned about the past and cherish the 
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past are warm-hearted. Joe, who remains faithful to what he was and what he is, is a 
symbol of morality that reminds Pip of how far he has transgressed (den Hartog 17-
18). The past in the Dickensian world here is never a place for passive regression but 
a guide for the present, and it is also true in Bronte's world where Jane relapses into 
her red-room experience. The child Jane is locked into the red-room because of her 
passionate outburst; and so is she now facing another crisis of excessive emotion if 
she marries Rochester in disregard of law and social disapproval. Bertha's insanity, 
as Rochester tells Jane, is a result of her excesses, and somehow Jane intuitively 
senses that indulging too much in her feelings, as Bronte reveals through Bertha, is 
dangerous. The past fear presents itself to Jane as a voice, a voice from her inner 
nature, that warns her from temptation. The treatment of the past as a part of life to 
make sense of the present and live through to the future lays the progressive outlook 
of the novels of Bronte and Dickens, and this progression requires the protagonist's 
confrontation and acceptance of the past. 
A discussion on the different treatment of the past leads the issue back to the 
heart of the project - the process of interaction and the tension involved. Despite the 
fact that time flows in a unilinear direction and that we are situated forever in the 
present, there is actually an interaction between the now and the then. In other words, 
there exists a realm in-between the past and the present that is forever in a process of 
becoming. Recent researches on psychology may help to understand such a tension. 
In the researches on the nature of memory in these past two decades, it is found that 
memories are “records of how we have experienced events, not replicas of the events 
themselves" (Schacter 6). Even a very simple act of recalling a memory of a 
particular past experience, the psychologist Schacter further explains, is associated 
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with the influences that operate in the present (6). In this sense, the past is not a dead 
object to be dumped, nor is the present a mere passive outcome of the past, instead, 
they are in a dialogue. Although the nineteenth-century novelists are no 
psychologists nor can they get access to these recent findings on psychology, they 
have insight on how memory works and use their understanding to create their heroes 
and heroines. Pip's feeling inferior when he slips back into the coarse boy in front of 
Estella is already a re-interpretation of the Pip now - Pip at the point of feeling thus -
who feels the same "sense of distance and disparity" (235). If we are different selves 
in a specific point of time, the relapse into the past — the point of intersection of the 
past and the present 一 is suggestive of a dialogue between the "I" now and the “1” 
then, in which both of the two selves mutually influence, and in turn, are influenced 
by each other. Pip's lingering feelings at the present reveal that he has not yet settled 
with his negative conception of self which has its root in the past; it is an instance in 
which the past intervenes in the present. On the other hand, the feelings evoked 
represent a force laden with the necessity to confront his past; it is an instance in 
which the present gets to modify the past. 
The tension between the child self and the adult self is subtler and less 
explicit in Jane. Jane's relapse into the same fear of the child's experience is a 
juxtaposition of the crisis of excessive passion the adult faces, and the indulgence of 
that passion the child experienced. But the dialogue between the past and the present 
is hidden: it is done without much explication or dramatization. Her past experience, 
which is regarded as a gratification of passion then, becomes a temptation in a 
negative sense now, and this reinterpretation of the past guides her to avoid the 
danger of being too emotional again. In presenting thus, Bronte makes the 
transformation of values as if an epiphany to be reflected with deeper inwardness 
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within Jane. Somehow Bronte, like Dickens, upholds the past and inner nature as the 
ultimate redeeming forces that direct her heroine to the heart's needs. Just at the 
point Jane is about to make her sacrifice to St. John, the memory of Rochester's 
"known, loved, well-remembered voice" mingled with the voices of the outer nature 
and the nature within, come to Jane's aid and give her the power to "assume 
ascendancy" (427). It is such an interaction between the past and the present that 
sets the story in motion and makes the characters forever in the process of becoming. 
The voice of the past in Eliot, however, has so overwhelming a say that it 
covers up all other voices. Although Eliot，like Bronte, depicts Maggie's past life as a 
force that "comes in the last moments of possible rescue，，，the mood she creates is 
nostalgic rather than progressive, retreating backward rather than heading forward 
(597). As The Mill on the Floss captures the tension of self-in-time, however, the 
past self and the present self are not on an equal footing. The present in which 
Maggie is situated is one that is overloaded with memories, and pushed to regress to 
the past. Maggie is a girl with a retrospective mind: “I never forget anything," she 
tells Philip (260). She never forgets the past, and her sensitivity that she would be 
"cut off from the past" makes up the innermost fear of her moral being (626). Not 
only Maggie, but even Tom, the Tullivers, the Gleggs，and the town of St. Ogg's，are 
in different degrees bound up with memory and the past. Thus dominated by the 
overpowering nostalgic tone, any dialogue between the present and the past seems 
quite out of the question. 
No matter how the issue is treated, to enlarge the discussion from the little 
love incidents to a return to the past in general, the matter of concern here is on the 
tension between the novelist's predilection and a free development of the novel. 
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From the perspective of literary tradition, the psychological return to the past is a 
subtler echo to the physical return that underlies the quest motif of the 
Bildungsroman. In the ongoing profile of literary criticism, the novels have been 
endowed with a psychological significance. For instance, both Jane Eyre and The 
Mill on the Floss are regarded as a spiritual quest of the protagonists, and Great 
Expectations Pip's psychological journey, all of which involve an ultimate return to 
where the quest begins. As Abrams notes, the childhood revisited or a return to the 
past is a familiar theme in early nineteenth-century literature. It is represented as “a 
circuitous journey back home": 
So represented, the protagonist is the collective mind or consciousness of 
men, and the story is that of its painful pilgrimage through difficulties, 
sufferings, and recurrent disasters in quest of a goal which, unwittingly, is the 
place it had left behind when it first set out and which, when reachieved, 
turns out to be better than it had been at the beginning. (qtd. in Gilbert 
148) 
The focus here is the underlying tradition mentioned above. Situated in a milieu of 
literary tradition, this narrative pattern of a revisitation of the past inevitably shapes 
the direction the novel develops. However, the literary tradition is hardly a sufficient 
explanation to pin down the development of any works of human imagination. 
Taking a more discursive view, the disconnection from the past and the urge 
to get reconnected are bound up with the countering forces operating in the Victorian 
world. On the one hand, the technological advancement, capitalism, and 
individualism, all of which join forces to shape what Marshall Berman calls the 
experience of modernity, prompt a severance of ties on different levels: the alienation 
among people, within families, and also of oneself from the past. While this 
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centrifugal force pulls the self in a search of outward expansion, another centripetal 
force of a concern of family and domesticity is in operation in the Victorian culture. 
A character like Pip is divided between London and the countryside, which are the 
symbols of experience and innocence respectively in Great Expectations, as well as 
elsewhere in English literature of the nineteenth and the twentieth century. Pip is 
spurred to achieve realization away from home, yet Dickens, as we shall see near the 
end of the novel, pulls the string back to home and the past, the root of Pip's history 
and the ultimate destination of his journey. The return to home and one's childhood 
is actually a protest at the corruption in the society in which Dickens is situated. 
Although such a geographical contrast of innocence and experience is less 
prominent in Jane Eyre and The Mill on the Floss, the two countering forces are at 
play in both novels. Both of them are probably set in a transition from Gemeinschaft 
to Gesellschaft, based on a classification invented by the German socialist theorist, 
Ferdinand Tonnies. According to Tonnies's classification, Gemeinschaft is a simple, 
traditional, family-oriented community; and Gesellschaft an industrial, more 
sophisticated and multi-linguistic society. The world Jane inhabits is one where the 
“quiet and lonely hills" coexist with small factories and foundries (101). Likewise, 
the town of St. Ogg's in Maggie's world is provincial like other small trading towns, 
where the simple life there begins to tend towards a "relaxation of ties” over 
obligations rooted in the past (625). Although Jane and Maggie yearn for an outward 
expansion of self because of their passionate nature, they finally return to “a home of 
the heart" (Gilmour 64). The return is, for the novelists, a kind of reconnection that 
gets the protagonists connected with the past and their nature; and the past has 
become a part of the self that can never suffer to be cut away. 
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The reconnection is, in a sense, necessary for the protagonists in terms of the 
perspective of the internal logic by which the novels develop. The past is an integral 
component of self, without which the self would be incomplete. Pip has never 
thought of suffering from his "liberation" from the past, but he does. His severance 
from the past ties creates a sense of confiision and disorientation he is going to feel 
afterwards: 
I thought how miserable I was, but hardly knew why, or how long I had been 
so, or on what day of the week I made the reflection, or even who I was that 
made it. (329) 
The sense of a loss of direction that Pip suffers culminates in the last phrase, "who I 
was that made it.” "Who am 1” is a question that is bound up with one's situatedness 
in relation to a web of relationships. Pip's isolation, his being the only one in his 
world after Herbert, his "last anchor，，，leaves him, poses a difficulty for Pip to define 
where he is situated (416). This situatedness also lies on the self in a continuity of the 
past, the present, and the future. "I," says Pip in his loneliness, "have been afraid to 
think of any future" (499). Denying and cutting himself off from his past, Pip is not 
able to figure out who he is, and the more unlikely it is for him to see into ftiture. 
Pip's fragmentation of self in time, the severance of relationships as well as the 
subsequent disorientation of self reveal that Pip must necessarily redeem the past ties 
in order to live in the present - this is, as Dickens presents through Pip, where the 
human needs tend. 
Similarly, Jane also needs to return to the past in order to develop 
successfully into the other stages of life. Jane is depicted as a woman always looking 
ahead, seeking fiilfillment outward and putting the painful past at the back as if the 
wounds it caused her are quite healed, but rather subtly, Bronte shows us the 
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necessity of embracing the past in order to make sense of the now. Only after Jane 
comes to confront her painful past with Mrs. Reed does Bronte allow her to fall in 
love with Rochester. However, her confrontation with Mrs.Reed does not reconcile 
all the childhood wounds, including the sense of inferiority that remains a baggage 
on her，obstructing her from a fruitful marriage. That Jane finally is able to mature as 
a wife is partly because her uncle's fortune is able to level her childhood sense of 
feeling small that she cannot overcome. Bronte and Dickens, in their dialogic 
treatment of the past, maintain a delicate balance on accommodating the human 
needs with their creator's hands, and at the same time, conforming to the 
development of their hero and heroine as if they are free moral agents. 
The need of the past is even stronger and becomes mono logic in Maggie. The 
whole moral being of Maggie rests on the past - a past that determines her value of 
existence. Maggie's strong need is hard to understand to Tom, to those around her, to 
Dr. Kenn, who is able to transcend his egoistic self to reach out to Maggie, and to the 
reader. However, an understanding of Maggie's moral psychology makes it clear that 
the choice of the past is and must be the only choice for Maggie, and the only 
direction the novel fares. To Maggie, in whom Eliot makes the past the only ground 
of morality, the past has become a sacred law not to be violated, and upon its 
violation, life would lose its sacredness. That is why Eliot insists on putting Maggie 
back in the town of St. Ogg，s, even if her life there will be attended "not only with 
much pain, but with many obstructions" (626). In this sense, Maggie's death is not 
surprising, for Maggie dies because her need of the past is withheld from her. It may 
be concluded that Maggie's need or even Eliot's need of the past is too tight that it 
destroys the freedom of development in her art and the art itself. 
86 
A discussion on the internal bonding of the novels points to a tension the 
novelists must face - the tension between art as a work created by the all-powerfiil 
Creator above, and art as a natural outgrowth that unfolds with its own internal logic 
in which the novelist, as Bakhtin describes it, sits side by side with his/her novel and 
enters into a dialogue with it. Such a tension is particularly pressing in novels, as 
those under discussion, that attempt to answer the question of human moral 
dilemmas. With the creator's intervention, the freedom of development of the novel 
may be violated; without the creator's intervening hand, the protagonist's needs may 
be left imfiilfilled and the novel driven to a dead end. The novels under discussion 
demonstrate three different directions that Bronte, Eliot and Dickens deal with the 
tension between the "life" of the novel and the "life" of the protagonist. Jane Eyre 
grants wish fulfillments with the creator's magic wand in order to fulfill the needs 
her heroine demands. Quite the opposite. The Mill on the Floss forces Maggie to 
confront reality in disregard of her needs of the past. Great Expectations strikes 
somewhere between the two by forcing Pip to confront the desolate reality but 
granting him some comfort at the end. On the one hand, the novels may be deemed 
as monologic because the novelists press their fingers on the world they created, yet 
on the other they arguably press the thumb with a concern for the human needs that 
are integral to the self. 
Such morality in the novel is what captures the novelist's concern in the 
process of "creation," and I believe, what distinguishes great works of art from the 
lesser ones. This is also a subject of concern for D. H. Lawrence as a novelist and a 
critic of literary works. In "Morality and the Novel,” Lawrence remarks that the 
novel is one of the forms of art that demands a delicate yet unstable balance of the 
novelist's predilection and the novel's free development (528). The novel is ever 
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veering in-between the all-powerful hand of its creator, and a natural development of 
its own as if it has a life by itself. Lawrence's comment is true enough but it 
somehow reduces the issue to a dichotomous conclusion that the novel is either 
moral or immoral. The complexity of the novel, however, reveals that the issue is not 
black-and-white - the tension lies somewhere in-between that cannot be freely 
determined as either black or white as it is in the novels we now discuss with a focus 
on the ending. 
Jane's need to fulfill her love is inevitable and pressing, if she is true to 
herself. When Jane still convinces herself of the rightness of her renunciation, St. 
John's pressing demand to claim her as a missionary's wife pushes her to the verge 
of another dilemma. It drives her to realize whether the so-called "right" choice is 
really the choice she wants. Jane is a woman who knows very clearly how she feels, 
what she is about and what she will do. Her heart knows all the answers, but she only 
represses what her heart tells her. Somehow she knows the gap between the natural 
inclinations of St. John and hers: the more she pleases St. John, the more she twists 
the "original bent" of her nature (405). And the more clearly she knows that to join 
St. John would mean a "premature death，，for her and that she has to abandon half of 
herself (411). Her wish to please and win love is predictable from the child Jane, yet 
her power to sacrifice is not as great as that of Maggie. The increasing discomfort 
she feels in submitting to St. John pushes the novel to nowhere, if not a return to 
Rochester. With a passionate inclination so strong in Jane, to fulfill her sexual love 
would be the only natural way out, and what is lacking is only a peripeteia that turns 
the whole novel another way round. 
Here we see Bronte's magic wand. It is hard to say if Bronte destroys the 
internal logic in the novel, because her bestowal of wish fulfillment conforms to the 
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natural way Jane develops, that her needs must be fulfilled. Apart from the social 
obstacle of law, Bronte discerns the dignity inherent in her heroine that does not 
allow her to submit to Rochester, not even if the social restriction is removed. And so 
comes the fire, which not only kills Bertha and cancels out the legal restrictions, but 
more importantly, takes away the pride and superiority of Rochester that Jane feels 
so repressive. The fortune bestowed on her makes Jane sufficiently independent and 
a match with Rochester in terms of wealth. Added to the above, the voice of 
Rochester, which calls Jane finally to him, is dramatized as a moment of miracle that 
rescues her from the abyss of renunciation; and it is the peripeteia needed to turn the 
plot around. To join Rochester again is the only comfortable development of Jane 
and the novel. Bronte, with her comprehension of the human needs, mediates the 
different needs with her novelist's thumb; and if she does not, it can be imagined that 
Jane would be another Maggie who would have stifled in a tragedy. The ultimate 
reconnection of the two souls, though incredible, reveals Bronte's conviction of 
passion and feeling as a good integral to life, and they are what her heroine needs as 
well. 
Quite the opposite, with all the needs denied from Maggie, her death is 
inevitable. Critics such as Jerome Buckley condemn Maggie as a defeated figure and 
the ending as merely ignoring the estrangement between the brother and the sister, 
which makes the novel insufficient to be called a true tragedy, if what defines a true 
one is the natural tending to a tragic end (112-113). At a glance, it is true that 
Maggie's death does not seem to be a natural development: the flood and her death 
come too precipitately and drastically to be convincing; but given Eliot's tight clasp 
on Maggie, it is. Maggie would die sooner or later, because all the integral needs of 
life are taken away from her. Like Jane's lament on her premature death if she joins 
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St. John, Maggie's conversation with Philip that “it is like death" to part with 
everything she cared for when she was a child drops some hint on how the novel will 
proceed (396). The difference lies only in that Eliot does not grant any relief of wish 
fulfillment like those Bronte grants Jane, and if she does, it is only the life-taking 
flood that claims Maggie's life. Eliot's mono logic grip on Maggie is one of the 
factors accounting for her death, but when the novel develops to the point when all 
Maggie's needs are ravished, it becomes apparent that the novel has no room to 
develop any further, and thus Maggie's death. 
As for Great Expectations，like Jane's fulfillment and Maggie's death, Pip's 
suffering from disability is not a mere coincidence. His ultimate return to the village 
is an inevitable and necessary tendency the novel develops. Pip's repentant tone, the 
frequent allusion to his "dear good faithful tender Joe" and the recurring convicts 
throughout his narrative, pave the way for transformation of the errant narrated self, 
who snobbishly forsakes his past connections, to become the narrating self, who 
learns to cherish his past (141). The need of past ties is a part of Pip, but unlike 
Maggie, it is not his one and only need. Pip has once reflected on his dream of 
becoming a gentleman: 
Truly it was impossible to dissociate her presence from all those wretched 
hankerings after money and gentility that had disturbed my boyhood 一 from 
all those ill-regulated aspirations that had first made me ashamed of home 
and Joe. [. . . ] In a word, it was impossible for me to separate her, in the past 
or in the present, from the innermost life of my life. (236) 
The needs for gentility and love have become the "innermost" part of him. When Pip 
comes to know that his dream is “[a] 11 done, all gone，，，he suffers a mutilation of part 
of the self (365). If Jane has a happy ending because all her needs are fulfilled, and if 
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Maggie dies because all her needs are denied from her, then Pip's “being disabled" 
with his left arm badly burnt is not simply a punishment for his snobbishness, nor 
simply a kind of baptism that transforms Pip, but it is invested with Dickens's insight 
of the needs in human life (417). His physical disability is, in a sense, a symbolic 
manifestation of his inward incompleteness - a kind of amputation of part of the 
heart's needs. 
Pip's need of love must be fulfilled if Dickens respects Pip as a free moral 
agent. Taking away Estella, who has become "part of [Pip's] character," is no 
different from taking away part of his life-force (236). With a nature highly reflective 
and introspective, Pip is not that kind of mechanic, social being like Tom, who can 
cut himself off from his inner feelings, nor is he afraid of getting hurt in love. His 
burying himself in the business of Clarriker and Co. is a way of forgetting -
forgetting what is denied from him - his need for passionate love. The original 
ending, which denies Pip the love of Estella, pushes the novel to the more realistic 
end. This version is consistent with Dickens's treatment of Pip, which has been 
ironic and critical. However, the problem is that Pip's bitter tone towards Estella and 
his belief of the necessity of punishment on her are inconsistent not only with his 
fervent love to her, but also to the forgiveness he has learned from his lesson. His 
bitterness towards Estella, who is part of him, somewhat generates another negative 
conception of himself, which makes pointless the building up of a positive 
acceptance of himself at the heart of his journey. The final version published in 1861 
has a more detailed treatment of Pip's need of passionate love, and in other words, a 
greater concern for the needs of human experience. In the last scene he revisits Biddy, 
Pip is sensitive of his being "already quite an old bachelor" and is quickly captured 
by Biddy's wedding-ring, which has "a very pretty eloquence in it” (481). Given that 
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the wedding-ring is a symbol of the union of love, Pip's sensitiveness of his being a 
bachelor indicates that the need of love remains an unresolved knot in his innermost 
being. The final union with Estella, though ambiguous, leaves at least some hope for 
a possible fulfillment and adds some radiance he has lost previously in the 
disillusionment. The final ending Dickens has chosen conforms to the needs that are 
integral parts of man. The novelists recreate the human dilemma in a fictive world, 
trying to answer the problem, but it is so unresolvable a question that the needs can 
only be fulfilled through the novelist's intervention, or denied in the cruel reality. 
Whether the life-story turns out as a happy one or a tragic one is bound up 
with whether the protagonists are in a right relationship with the self, the other and 
the world. This brings us back to the ground of the thesis that one is situated in a 
network of languages. One does not exist as the only one in the world, and the notion 
of "more than one" entails a web of relationships on different levels. We are subjects 
who have a deeper inwardness known as subjectivity, and it is not an unfamiliar 
experience that we talk to the other within us. On the psychic level, we are in a 
relationship with the self within; on the social level, we are in various relationships 
with the other; and taking one step further, we are in a relationship with the world, 
referring to the objective circumstances and the universal demand on how we should 
behave. The novels draw into play the triangle of the self, the other, and the world, 
which may be conflictual sometimes. 
Jane and Pip are luckier - the moral luck that Bronte and Dickens bestow on 
them is one that enables Jane and Pip to live in the optimal point where the demands 
of the self, the other, and the world intersect in a harmonious relationship. Jane can 
lead a life of fairy tale not only because she conforms to the heart's needs that places 
her in a comfortable relationship with the self, but also because Bronte puts her in a 
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right relationship with the other and the world in such a way that Jane is both 
supported by her loving cousins and in harmony with the demand of morality. If Jane 
chooses to be Rochester's mistress, the triangle is distorted: she not only offends her 
dignity for independence that the self demands, but also the public opinion that 
society demands her to conform, as well as the morality within her that she must not 
betray. She would be equally uncomfortable if she follows St. John for she would 
offend the nature within her. Although Bronte intervenes in her fictional world, her 
creator's thumb puts the triangle in a right relationship that Jane needs to sustain her 
life in the fictional world. 
Likewise, Pip returns with a right relationship with the other and the world 
after his gratification of the self s youthful aspirations. It is quite apparent that Pip 
would have betrayed his heart's need if he does not go for his journey to experience， 
but in realizing his aspirations, he severs his relationship with Biddy and Joe as well 
as his moral conscience that has never ceased to reprimand him. From Pip's 
autobiography, we witness the change in Pip that he has learned the importance of 
the various relationships. Although Dickens is critical of Pip, everywhere satirizing 
him and making him ridiculous, his attitude is not one that is totally satirical. Pip has 
his admirable quality as a flexible figure who can change and learn (Gilmour 102). 
Dickens does not reduce Pip to a loser even if he errs, instead, he reserves that bit of 
sympathy that endows Pip a possibility of marriage and a home, which remains a 
warm haven for him. In a word, Pip's ultimate return well satisfies the various 
demands from the self, the other and the world. 
On the contrary, Maggie's tragedy is bound up with the denial of a right 
relationship with Tom and the citizens in St. Ogg's. It is not that Maggie does not 
establish a good relationship or try to mend her impaired relationships with those 
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around her, but she is simply barred from the chance and their acceptance. Maggie is 
faithful to her inner moral being, namely her need of the past, and is irreproachably 
good in every aspect: she is true to herself，she is the caring "Magsie" of Tom, a 
loving cousin of Lucy and a perfectly dutiful citizen of St. Ogg's. Eliot's Maggie is 
so good, and even too good to be found in the real world. However, because the 
world is inhabited by different centres of self, she appears in another way in the eyes 
of Tom and those citizens. The move to elope with Stephen is nothing offensive to 
"the world's wife” in St. Ogg's, it is her choice to return without a trousseau that 
makes the act one of "the most aggravated kind" (620). The heart's need is in a 
conflict with the world in which she is situated, but the most detrimental force to 
Maggie is Eliot's cruel refusal of Tom's understanding of her. In the eyes of Tom, 
everything Maggie does is a "disgrace" (611). In depicting the siblings, Eliot 
presents two different moral visions that cannot be reconciled with one another: one 
adheres to duty as a responsibility to the others; another demands duty as a rule to be 
abided by and to judge the others. Tom's concept of right and wrong is one of the 
inviolable "musts," fixed and rigid, that he uses to "punish everybody who [deserves] 
it" (91). The necessary sympathy needed to melt the boundary between Maggie and 
Tom is lacking, and somehow, it is the imprisonment in one's little ego that Eliot 
shows to be the corroding force that can ruin a relationship. Eliot, in the authorial 
comment, shows the pain of the failure to reach one another: 
Her brother was the human being of whom she had been most afraid, from 
her childhood upwards - afraid with that fear which springs in us when we 
love one who is inexorable, unbending, unmodifiable - with a mind that we 
can never mould ourselves upon, and yet that we cannot endure to alienate 
from us. (611-612) 
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Insightful as it is, there is no control to bind the other's mind the way one wants, and 
Eliot refuses to do this. Tom's obstinacy and Maggie's willfulness in upholding what 
they believe as right, as the novel presents to us, are what create the entire tragedy. 
The novel is one of the forms of art that needs to handle an end. No matter 
how long a novel is, it must end at some point of time. In the process of reading, 
readers commonly bring along with their expectation for an ending. This expectation 
conforms, on the one hand, with the universal fate that human life ends ultimately in 
death, and on the other hand, with the influence of the Bible, which has shaped the 
Western culture for almost two thousand years, that the world begins with the 
Creation of God, and ends in the apocalypse and the Judgment. The deeply ingrained 
conception of a beginning and an end, in the Western mind and in the novel, comes 
to a clash with reality, which is composed of contingencies that no end is in sight 
(Kermode 128). The challenge of the novelist lies very much on the difficulty in 
handling the discrepancy between fiction and reality, a discrepancy between an end 
and endlessness. In a sense, great works of art are arts that can elevate the work 
above the passage of real time, allowing it to transcend the solid frame of the art 
form and the end itself. "Ends," writes Kermode in The Sense of an Ending, "are 
ends only when they are not negative but frankly transfigure the events in which they 
are immanent" (174-5). Kermode's "immanent" suggests one of the ways to 
timelessness, and in addition to this, I would like to suggest that the novelist's ability 
to create tension, the unresolved tension that lingers on even after the novel ends, is 
another alternative to defeat time. 
As George Eliot comments, some of the faults of a novel lies in 'the very 
nature of a conclusion, which is at best a negation" (qtd. in Kermode 174). The 
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ending of The Mill on the Floss is undoubtedly a negation, an ending in death so as 
to avoid any further confrontations of cruel reality, which seems to indicate Eliot's 
failure to confront reality. In her real life, Eliot chose to live with G. H. Lewes, a 
married man, and this moral choice offended her brother, Isaac, who denied his 
relationship with her. If Eliot is not able to change whatever is done in her life, at 
least she is able to recreate it by forcing Maggie to confront that reality for her, and 
choose her brother at the expense of her life in the novel. Such an ending in death is 
gradually built through the river imagery throughout the entire novel. Maggie's 
mother has the instinctual fear, arisen from her maternal sensitiveness, that Maggie 
and Tom would be "brought in dead and drowned some day" (166). Even the town of 
St. Ogg's, the root of home, is designed as a town beset by visitation of floods. In 
view of these, it is not surprising to find the ending as one of death by drowning. 
A further look at the ending discovers that it is not so simple as a negation, 
but it involves a more complicated tension neither celebratory nor solely pessimistic. 
As the epitaph runs, "In their death they were not divided" (657). From an optimistic 
point of view, the epitaph suggests a final reconciliation of the estrangement between 
the brother and the sister, who, embracing each other to death, do "not question and 
wrangle with the heart's needs" as it has been the wisdom of St. Ogg's (182). If one 
is to condemn the ending as a mere tragedy or an evasion of reality, one overlooks 
the subtlety of emotion in The Mill on the Floss. A fulfillment in death though， 
Maggie has fulfilled her heart's prompting. Rather implicitly, the sibling's drowning 
in water reminds us of "that immortal sea" in Wordsworth's Immortality Ode, which 
brings the siblings back to the dear childhood time. The tragedy is, in Maggie's eyes, 
a touching moment of reunion with what has been dear in her life. The tragic joy in 
the novel, which is akin to that Yeats invests in Lapis Lazuli, is beyond the banal 
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definition of tragedy or comedy in our ordinary sense. It is a longed-for joy 
consummated in the final moment of death, which, in the mean time, is tainted with a 
desperate mood, because the "joy" comes but it comes just too late and in death. 
At the same time, Eliot is also able to take the death scene to the immanent 
mind. After the death of Maggie and Tom, time goes on: we see the way "[njature 
repairs her ravages - repairs them with her sunshine, and with human labour" (656). 
The time passes on, but the sublime moment of death is forever captured in Maggie's 
longed-for yet unfulfilled imagination (Stone 217). She imagines that Tom and her 
"[live] through again in one supreme moment" when they clasp their little hands in 
love and roam the daisied fields together (655). That moment is transformed to the 
inner mind of Maggie, unaltered by time. 
Dickens is also capable of transfiguring time to the immanent mind and 
creating an unfinalized tension in the ending. Great Expectations ends in a glimpse 
of the reunion between Pip and Estella, a glimpse that is pictured in the mind's eye of 
Pip. Seeing 'the shadow of no parting" from Estella is not a reality in real time, but a 
vision in Pip's imagination above the passage of time (484). This is similar to what 
Kermode calls an "aevww," a realm that is neither temporal nor eternal, which lies 
somewhere in-between the flow of time and the timeless (70). The ending as one that 
looks into the future enables the novel to transcend the physical frame of form to an 
infinite extension of time, and added to this, the future as one captured in the mind 
intensifies the uncertainty of the fate of the characters. In other words, it is an ending 
in-between a tension of fulfillment and non-fulfilment, and this may be related to the 
difficulty in sustaining the vitality of Pip as a living figure. Pip as a character, as 
readers may feel，would tarnish in either way: he loses his "life" if his need is left 
unfulfilled, but if his need is fulfilled, the energy to strive that makes him fully alive 
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will be cancelled out. Dickens deals with this problem quite skillfully by making up 
an ambiguous ending in such a way that Pip is neither denied a marriage with Estella, 
nor is a real marriage realized, but the tension is transformed in the reader's 
imagination. 
The ending of Jane Eyre also carries the whole novel to the heavenly eternity, 
the timeless, in Christianity. It is note-worthy that Jane's narrative does not stop short 
at her own happiness, instead, it ends in God's calling of St. John envisioned in 
Jane's immanent imagination. That the novel concludes with St. John's eternal peace 
not only points to Jane's breakthrough from the confines of her egoistic self，but also 
highlights the greater value of Christianity the novel ultimately upholds. At the end, 
Jane Eyre achieves self-fiilfillment in the Romantic sense and selfless love in 
Christianity, which are no longer in conflict. The Christian ending also takes the 
novel to the timeless. To borrow Peter Brook's comment on Magwitch's sentencing, 
which I think does shed light on the present context, the ultimate end in God's 
eternal grace "recuperates passing human time, and its petty chronologies, to the 
timeless" (38). Thus we have a co-existence of two concepts of time, one is human 
time that passes and the other is divine eternity. The flow of time goes on in the 
human world in which Jane lives happily ever after, meanwhile, there exists another 
level of time, a time elevated to the timeless realm, untouched by human suffering. 
The human happiness and the passing time, however, are not undervalued as the tone 
of Brook's comment may suggest. Instead, Bronte juxtaposes the human felicity of 
Jane and the divine joy of St. John, and by doing thus, she reaffirms that the needs of 
the various centres of self are unique, and that the fulfillments of these needs are 
equally important no matter how different they appear. 
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The moral dilemmas of the protagonists are clear to no one, and so is the 
issue of morality in the novel the novelists need to confront. Despite the tract of 
binary opposition into which the human mind falls again and again, the novels 
somewhat show that the simple binary oppositions oversimplify the ambiguities 
involved in the novel, which is about life and like life, especially those that deal with 
human dilemmas. Given that things are hardly absolutely binary, the concept of "in-




"Character is destiny," says Novalis. This is true but partially, if character is 
defined as a bunch of inborn qualities. As the thesis has shown, the protagonists are 
situated amidst a multiplicity of languages, constantly shaped and reshaped by them. 
Building up from Bakhtin's idea on language, the thesis explores the conflicting 
languages within the protagonists, the subsequent moral tension arising from these 
conflicting languages, and finally shifts to a discussion of the novel as a creation of 
the "creator" or something as if it has a life of its own. To sum up, the thesis has 
dealt with three main aspects: the conflicting languages within the self，the morality 
of the protagonists, and in D. H. Lawrence's terms, the morality in the novel. 
Through exploring the tension both within the protagonists and the novel, their 
“life，，，in the sense of the vitality found in living things, rests on the interaction and 
the becoming. 
In the finale of the thesis, I would like to quote Bakhtin again on language, 
which lays the ground of the thesis and where the project begins. Bakhtin has again 
and again reiterated that language is never unitary, but is in every way invested with 
verbal-ideological and social belief systems: 
Thus at any given moment of its historical existence, language is heteroglot 
from top to bottom: it represents the co-existence of socio-ideological 
contradictions between the present and the past, between differing epochs of 
the past, between different socio-ideological groups in the present, between 
tendencies, schools, circles and so forth, all given a bodily form. These 
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‘‘languages，，of heteroglossia intersect each other in a variety of ways, 
forming new socially typifying "languages." 
(Bakhtin, The Dialogic Imagination 291) 
The heteroglot nature of language, which allows the co-existence of different 
languages, makes it possible to embrace a multitude of languages and their 
interactions, no matter how they complement or contradict one another. Bakhtin's 
theory provides a solid historical grounding of the multiple "worlds" which the 
protagonists inhabit. The languages may be multiple, but I focus on a few that, 
according to Charles Taylor, were more morally salient in the period of the novels. 
Although the novels are works in the Victorian period, they are interwoven with the 
Enlightenment languages of reason and individual independence, the Romantic 
languages of self-realization and continuity of self, the Christian language of 
ascetical stoicism, as well as the bourgeois capitalism so typical in the Victorian 
period. Bakhtin's statement above may well also carry political implications, but the 
focus here would be, as Bakhtin says, what "makes a novel a novel" - the discourse 
of the protagonist and the novel (Bakhtin, The Dialogic Imagination 332). 
From the multi-centred world, the theory serves as a steppingstone to explore 
the issues of self. If language is never unitary, nor is the self. The protagonists are 
initiated into a multi-linguistic world, and as a result, the social languages are 
internalized into their moral psychologies. The protagonists are often caught up amid 
conflicting languages. In the three novels discussed, the protagonists display a 
similar pattern of growth: they give an expression to the passionate impulses in 
childhood and adolescence, come to self-renunciation in the love encounters, and 
finally return to the heart's needs in terms of ties with the past. They develop in this 
way not simply because the novelists invent them thus, but because they are subjects 
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of the different languages that co-exist in the world in which they live. In a sense, the 
pattern of growth is a result of the wavering balance of the languages. 
The point of mentioning all these is that the novels are able to hit on the 
moral tension that has been a broader human concern. The languages the protagonists 
are socialized into, something initially "external," become internalized as an 
indispensable part of the self. The tension would not have existed at all if the needs, 
whichever one, can be discarded. Nevertheless, the situation is that the disregard of 
either one, or to be at odds with either one, creates a disorientation and discomfiture 
of the self. The veering to and fro between moral choices demonstrates a broader 
human dilemma of needs in conflicts. The novelists' pointed penetration into the 
deeper "inwardness" of their hero/heroine is what defines the “life” of the "fictive" 
creations. 
From the “life” of the protagonists, we have also indirectly dealt with the 
"life" of the novels. In view of the moral dilemmas the heroes and heroines 
encounter, we see that the novelists do attempt to answer such "big" questions as 
"Who am I", "What comprises the self , "How to live a good life”，which have been 
among the central concerns of philosophy, and which have depleted countless human 
efforts. The thesis approaches the treatment of these questions in a human 
perspective of "needs" - needs as those discerned from the heart through the 
languages into which the protagonists are socialized as distinct from the needs that 
are instinctual. Likewise, the novelists also seek to answer them with a human 
concern. Bronte tries to solve her heroine's problem with happy fulfillment, while 
Eliot answers the question by drawing an end to her heroine's life. Quite differently, 
Dickens leaves the question unanswered. Their answers, whichever one, are 
unsatisfactory. Wish fulfillments like those Jane has are of a kind we find in fairy 
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tales; and Maggie's death resolves nothing at all. Dickens is wiser in leaving a rather 
open-ended ending. The answers are unsatisfactory simply because there are no 
answers at all. Just as George Eliot discerns, the question is "clear to no man" (627). 
The indeterminacy of what is ultimately right or wrong makes the moral questions 
unfmalized and insoluble ones. 
The morality of the novel is also hard to judge. The novels are considered as 
mono logic in so far as the novelists press their thumbs on their novels. That the 
novelists opt to fulfill the heart's needs, which indirectly responds to the 
unanswerable moral question, somewhat shows that the Romantic voice within 
calling for self-realization is held as the highest good in life. Instead of regarding 
their intervention as the predilections of their will, it is a human sympathy the 
novelists have towards their hero/heroine out of a concern of the broader needs that 
man, Active or real, share. Is it a predilection or conformity to the novel's inner logic? 
There is, again, hardly any conclusion to be reached on the question of morality. 
The only conclusion, perhaps, is the notion of in-between-ness. On the level 
of the characters, the protagonists are situated in a process of becoming. The 
languages, complementing and contradicting one another, modify and re-modify the 
protagonists. They interact in such a way that the protagonists can neither be defined 
as figures who embody any one single strand of language, nor are they products of 
these languages which halt the dynamics into a static state. Instead, they are forever 
situated in the unfmalized process of becoming, learning and changing, never 
reaching static and fixed states. Life keeps going on anyway - this is Bildung and 
this is the process of growth - it is forever in process. On the level of the novel, 
although the novelists do intervene in the worlds they create, their intervention 
conforms to the needs to which their hero/heroine must tend. In a sense, the tension 
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the novelists encounter in the process of creation leaves an open question that the 
terms, the monologic and the dialogic, cannot sufficiently accommodate. 
This notion of in-between-ness, I believe, is not confined to the 
Bildungsroman, but undeniably, it is most evident in this genre, which focuses on the 
process of growth. No matter how the great works here are judged by the established 
methodologies, it is sufficient that they are able to break away from the dichotomous 
paradigm, and usher in the realm of dynamism, interaction, and in a word, in-




1 See Martin Swales, The German Bildungsroman From Wieland to Hesse 
11-37. For a comprehensive delineation of the rise of the Bildungsroman and the 
history of criticism on the genre, see Todd Kontje, The German Bildungsroman: The 
History of a National Genre. 
2 See Bakhtin on the discussion of the two stylistic lines of development in 
the European novel in his essay, "Discourse on the Novel，’，in The Dialogic 
Imagination: Four Essays 383-422. 
3 For the background of the rise of the Bildungsroman, interest in childhood 
and autobiographical imperative, see Sidonie Smith and Julia Watson, Reading 
Autobiography 101-102; Peter Coveney, Poor Monkey ix-xiv; and Jerome Buckley, 
Season of Youth. 
4 For a brief review of the distinction critics draw between the English 
Bildungsroman and the German Bildungsroman, see Todd Kontje, The German 
Bildungsroman: History of a National Genre 69-70. 
5 For the discussion of Rousseau's philosophy of inner nature, see Charles 
Taylor, Sources of the Self 355-367. This section draws largely from Taylor who 
delineates the turn to inner nature as a source of self and morality. 
6 The term, self-in-time, is taken from Salvesen's The Landscape of Memory. 
Chapter Two 
1 This idea of "in-between-ness" is inspired by Prof. David Parker's essay, 
which has made many insightful inspirations to the project. See David Parker, 
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“ ‘Between Two Worlds': Modes of Identification in Seamus Heaney's 
Autobiographies” The Critical Review 39 (1999): 46-60. 
Chapter Three 
1 In the discussion of the novel and ethics, literary critics tend to share an 
assumption, either implicitly implied or explicitly explicated, that the novel is a 
ground that simulates the universal human dilemmas and tries out the possible 
answers for these unresolved moral questions. I am in agreement on such a role of 
the novel, but my argument here is concerned more with the protagonists' moral 
dilemmas, which may or may not be the universal ones the critics are in view of. For 
the assumption mentioned above, see Michael Black, The Literature of Fidelity; 
David Parker, Ethics, Theory and the Novel; and Richard Freadman, Eliot, James 
and the Fictional Self3. 
2 For the narrative pattern in relation to locale in Jane Eyre, see Robert 
Martin, The Accents of Persuasion 60. 
3 "Commercial money-getting business" and "religious Puritanism", as John 
Stuart Mill mentioned, are the two great influences that have "chiefly shaped the 
British character since the days of the Stuarts" (qtd. in Houghton 126) This reveals 
the two ways, one turns inward and the other outward, that the protagonists use to 
escape the pain within. Houghton also adds that the commercial spirit and 
Protestantism, both of which give rise to the Victorian work ethic, are closely 
connected with one another (126). See Houghton, The Victorian Frame of Mind 126. 
4 For Pip's love for Estella and his ambition as a displaced form for the need 
of parental love, see Julian Moynahan, "The Hero's Guilt: The Case of Great 
Expectations” 109; and H. M. Daleski, Dickens and the Art of Analogy 249. 
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